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Intertextuality refers to the meaning(s) inherent in and created
by the ways texts exist in relation to one another, the reader,
and the world that contextualizes them.
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Mission Statement
INTERTEXT AIMS TO REPRESENT THE WRITING OF SYRACUSE UNIVERSITY STUDENTS

through publishing exemplary works submitted from any Writing Program
undergraduate course. The INTERTEXT staff carefully selects writing that best
represents the interests and concerns of Syracuse students through content
and style. This collection embodies both the goals of the Writing Program
and the thoughts of promising writers of tomorrow. INTERTEXT hopes to fulfill
the needs of our readers by providing a fresh look at both long-existing
and more contemporary issues on our campus, in our cities, and around
our world.

DISCLAIMER
The writing contained within this publication expresses the ideas and opinions of
the individual writers and does not necessarily reflect the opinions of the INTERTEXT staff,
the Writing Program, or Syracuse University. All images contained within are, to the
best of our knowledge, from the public domain. INTERTEXT magazine and the Writing
Program are not legally responsible for errors in students’ sourcework or content.
The magazine is currently available in hard copy, or on INTERTEXT’s website at
http://wrt-intertext.syr.edu.
The Student Publication of the Writing Program, Syracuse University.
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Preface
SPRING 2007
This year INTERTEXT celebrates its 15th anniversary. For well over a decade, this student-edited journal has produced collections of the
best work found within Syracuse University’s Writing Program. While
our world has certainly changed since 1993, INTERTEXT continues to
bring its readers examples of the most inspiring and well-crafted
writing on campus. This year is no exception.
The INTERTEXT staff has selected this year’s pieces with the intention
of showcasing writing that is both exquisitely written and thoughtprovoking, as well as writing that is original and stretches beyond
what is considered “traditional academic writing.” This year’s issue
indeed contains a wide range of both styles and scopes. Whether
it is a humorous autobiography about a passion for Disney movies
written in a creative nonfiction course, or an impressive imitation
of Gertrude Stein created in a course about writing styles, or a
well-researched analysis of inclusive education, this year’s edition
truly has something for everyone. Informative, educational, or just
plain entertaining, the writing itself demonstrates the wide range of
genres that can be found across the Writing Program.
This year’s edition reflects too the changes in the WRT 105 and WRT
205 curriculum, with its focus now on analysis, argument, critical
research, and diversity. From day one writers develop their ideas
in conversation with others—by close reading, passionate class
discussion, and critical research. They speak with authority, as they
address compelling and complex contemporary issues and multiple audiences. The writing in INTERTEXT has become much longer,
much more developed over the last 15 years—and now includes
much more visual rhetoric, technological sophistication, and genre
experimentation.
It is our hope that the works of such talented writers will inspire
others to explore the depths of the Writing Program and continue
to honor the INTERTEXT tradition.

LILI SUTTON

Editor in Chief
INTERTEXT

MARGARET HIMLEY

Director of Undergraduate Studies
The Writing Program
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By: Colin Fanning

You would think that, since I have minors in both Writing and
English & Textual Studies (Creative Writing emphasis), I’d have
some internal, firmly-cemented philosophy or mission concerning writing—that I want to write to exorcise the demons of my
childhood, say, or to solve the wrongs of the world, or to create
artistic and deeply profound masterpieces.
You would, however, have to think again, because my childhood was
fine, and I doubt I have any hidden psychological trauma from the years
of watching Star Trek and reading so much that my parents had to force
me to go outside and play. Although I don’t not want to solve the wrongs
of the world, I know I don’t have anything particularly new to say in that
department and I’d prefer to leave it to the folks who know what they’re
doing. Similarly, the only profundity I’ve ever been able to achieve when
it comes to writing involves avocado soup. (I … just … don’t ask.) So you
can imagine how the question of why, exactly, I write is sort of complicated
for me.
The first thing that jumps to mind is that I write because, since high school,
my teachers have told me that I’m good at it. As cynical and as lazy as
that sounds, it’s true, in a way. The primary reason I’m a Writing minor is
because at the end of Writing 109—in my first semester of college—Dr.
Agnew essentially told me that she’d pester me until I joined the program.
I never even really considered myself a “writer” until my English teachers in
high school started including comments on my report cards along the lines
of “He reads with perspicacity and writes with aplomb.” (Well, okay, not
all of my teachers were so … exuberant in their choice of vocabulary, but
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oh man, you should meet this one teacher I had. The guy was completely
awesome in a sort of crazy—oh, hi, Mr. Reynolds.) Everyone loves a little
positive reinforcement, right? It’s still somewhat of a surprise to me—the
fact that my writing is met with such responses—because I honestly don’t
see what I’m doing that’s so special. I don’t think it’s inaccurate to say
that I started pursuing writing once I realized that good things tended to
happen when I did it.
I’m not entirely satisfied with that answer, though, because … I love to
write. I don’t just do it for a grade or a pat on the back (although those
are certainly welcome side effects)—I genuinely enjoy writing. I like the
potential of it, the endless possibilities of words. With them, you can go
anywhere and do anything, and no matter how cliché that sounds, it is
always true. It’s the same reason I love (love, love, love, love) reading, and
whenever I experience a piece of truly wonderful writing, I look at it and
think, “That. I want to do that.” I write to be closer to those authors and
poets whose works have touched me in some way; I write with the tiniest
sliver of hope that someday I’ll be that good, that someday I might be
able to put my own creations forth for someone other than me and my
professors to read.
And sometimes? Sometimes I write because I just have to. The impulse is
usually environmental; it will be a summer evening and a heavy rainstorm
will just be ending, rolling off east over the prairie. I don’t know why, but
it’s always easier to read the direction of a storm in Colorado. It leaves the
sky cloudy, and in that fleeting moment before the setting sun breaks and
lights the faces of the houses across the street, the grey light comes falling
through my window in such a way that I have no choice but to grab my
journal and sit on the floor listening to Antje Duvekot while I scribble down
something roughly poem-shaped. There are those occasional moments where
something—a particular color of sky, the twenty-eight robins that have
suddenly decided to roost in the locust tree out front—will just grab me
in that peculiar way, tap into my ingrained sense of beauty or humor. Then
suddenly, a little lighted placard in my head that says “writer” blinks on.
(Hee. “We’ve reached our cruising altitude of 35,000 feet and the captain
has turned on the writer sign.” I … what’s that? No aviation pun? But … I
… okay.) I’ve got a poem or two already mentally outlined. Or not. There
are just as many times, if not more, that something catches my eye and I
think “gosh, I’d like to write about that,” but nothing’s there.
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It’s a frustrating binary, this all-or-nothing disease that seems to plague
my writing efforts, and too often it’s the same when I dance. Some days
I am just on—I dance my reel and manage to stay up on my toes and hit
every heel-click, or the treble-and-toe-ups in my hornpipe all fall into
place perfectly. Other days, it’s like Irish dance and I are having a lover’s
quarrel: I’m all knees, and my hardshoes aren’t fitting right, which makes
treble jig and hornpipe sheer torture. And maybe halfway through the left
foot of my first reel step I forget where I’m supposed to turn, and after
each disastrous dance I actually start cursing at my feet because they can’t
do anything right.
But the feeling of a perfect leap-two-three, or getting through that tetchy
middle part of a step to the exhilarating last few beats, the part when I
think to myself, I know I can do this—it’s the same thrill I get when I’m
writing and I reach a point where I know precisely how the piece is going
to end, what the last line will look like and exactly which words to use.
The rest of the essay, or poem, or whatever, spreads itself out before me
and that feeling—before I go back and read what I’ve written hours, days,
years later and think, “God, I actually wrote that? And thought it was
good?” and promptly decide that I should do the world a favor and never
again put cursor to Word document—that trust in words, before all the
self-doubt and criticism, that one moment of real, honest creativity? That.
That is why I write. §
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LOSER
LOSE
RS:
The Clashing of Culture and Capitalism in Graffiti
By: Mindy Tadai

The seemingly indecipherable messages and images frenetically
published on unconventional surfaces are, in fact, multilingual. Graffiti
writers translate their inherited worlds in fragments, often wherever fresh
architectural mediums become accessible, aiming to reach no one and
everyone in particular. Taggers and muralists communicate through graffiti,
as if to say, “I dare you to understand.” The transition of graffiti from an
underground subculture to U.S. popular culture—from subway cars to
art gallery canvases—had compromised the founding principles behind
graffiti. Evidence of the subculture’s oppression within hegemonic culture
appears in the transition, highlighting deviations of thought and subsequent
practices while posing a threatening construction of normalcy.
The surfacing of subcultures and art influenced by graffiti reveals the alternative forms of interaction emerging from marginal ethnic and age groups,
illustrating an undertow of social cohesiveness against dominant cultural
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realities (Lachmann 231). Graffiti writing “interrupts” the homogeneity and
predictability of urban life, yet stimulates interplays among those sharing
the urban environment (Ferrell 176). It is difficult to specify to whom this
subculture is considered “normal” or “abnormal,” because the categories
are inherently relative and continuously evolving. For instance, the public
audiences most influenced by imagery and literature—city youth, media
critics, filmmakers, and art gallery curators—may have once considered
graffiti writings as vandalism and signs of urban decay, but now indulge in
their unrefined and eccentric qualities. Even graffiti artists sometimes find
themselves painting in subsidized art studios, re-imaging the nights they
gambled and risked life and arrest for a tag, mural or “throw-up” (Ferrell
83). “Art worlds frequently incorporate at a later date works they originally
rejected,” considering the relative normality of artistic mediums, materials,
content, language, and overall aesthetic awareness (Lachmann 231).
In underground colloquialism, graffiti artists are called writers. Even within
the urban subculture, there are two specialized subsets of writers, taggers and
muralists. Writing became known as graffiti as it morphed into its corporate
and mainstream American shape, but “Had it been invented by the children
of the rich or influential, it would have been branded avant-garde Pop
Art” (Ehrlich 2). The term “graffiti” carries with it negative connotations,
inherently linked to structured anarchy and subsequent crimes against the
reigning hegemony. The renaming of the artistic movement normalized
expressions of urban life, associating writing with more traditional literary works (e.g. poetry, short stories), and graffiti with a more ubiquitous
interpretation of street life. This failed to acknowledge the individual
voices in pursuit of literary and artistic recognition. Graffiti art contains
a mass diversity of elements extracted from both subcultures and popular
culture—much of which remain difficult to understand—especially for the
white, middle and upper classes of America. Grouping terms like “graffiti,”
simplify an ideology as well as expose the limitations of media.
Those who shape public perceptions of graffiti culture—local and national
governments, law enforcement authorities, media producers, and others—obscure the cultural and social contexts in which graffiti exists. Graffiti
writing is an inspired social activity, “organized around the interplay of
writers’ individual and collective artistry” (Ferrell 53). Achievement is not
gained from the criminal activity itself, but from the communal engagement that encourages the reconstruction and repackaging of mainstream
literature and imagery. The beauty and style with which “[popular] cultural
resistance” is expressed is much more valuable than the finished products

INTER T EXT 2007

https://surface.syr.edu/intertext/vol15/iss1/1

11
12

et al.: Complete Ussue 2007
Inclusion in Education

(Ferrell 173). Unlike professional artists, graffiti writers surrender their art
to the public, unprotected and without the security of preservation or profit
(Ferrell 175). On public surfaces, graffiti writings remain only temporarily.
Within the urban underground, the residues of aesthetic styles indelibly
remain. U.S. popular culture fails to recognize the profound dependence
graffiti writers have upon mercurial elements of street-style and art.
The commercialization of graffiti revolutionized the contemporary art
world and mainstream America, objectifying the hip-hop-influenced graffiti subculture through mass-produced merchandise. Decades earlier, the
voices of the hip-hop underground bellowed statements of territorial
ownership when saturating areas of urban sprawl with tags, murals, and
throw-ups. But, as images of graffiti became popular culture commodities,
the “authenticity” of underground communication became contaminated
by market forces aiming to translate a language in which they could not
speak (Genocchoio). Saturated instead were canvases, wall posters, t-shirts,
computer font software, coffee mugs, etc. Graffiti, originally prevalent in
residence and business districts, schools, and subway lines, shifted to art
galleries and product markets. The “appropriation of subcultural artifacts
from [underground hip-hop] communities for sale to the general public”
was an exploitative project, because it not only denied the subculture a
legitimate position in popular culture, it revamped the purpose of graffiti
writing altogether (Lachmann 232). Style wars—street competitions based
on natural writing skills—crowned style kings. With more incentive to sell
work rather than for the purpose of gaining underground reputation and
street credibility, the poetry of the streets became mainstream slogans of
subcultural ignorance.
Graffiti collages of street-life strategically avoid spaces covered with legally-displayed advertisements. The juxtaposition rather than the blatant
defacement of popular culture advertising (e.g. retail store signs, posters
promoting products) illustrates the ways in which cultures contribute their
voices. Often, graffiti blankets every space within the interior of subway
cars except the spaces reserved for advertisements (Lachmann 237). Graffiti
writers “purchase space with their boldness and style [rather] than with
money” (Lachmann 237). One of the main powers of a national government is creating (and monitoring the flow of ) its sole legal currency. As
alternative currencies develop in territories controlled by the urban underground, the allocation of “wealth,” in terms of culturally-saturated spaces
and broadcasting capabilities, shifts from the influential wealthy to graffiti
writers. “Signpainting” describes graffiti’s presence in cultures outside of
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Photo Courtesy Luna Park http://www.flickr.com/photos/lunapark/270572133/in/pool-streetsy/

its origin, typically where graffiti can be traded for monetary gains (Ferrell
92). Naturally, the troubling question arises: is signpainting street-art or
advertising? In graffiti writing, writers are essentially self-employed. In
signpainting, employers grant permission to create graffiti, predetermine
artistic visions, choose locations, enforce time restraints, and provide fiscal
rewards. Writers must conform and create within a vacuum of project
requirements, limited content, and comprehensibility (Ferrell 93). Graffiti
then becomes another anthem of the mainstream, establishing graffiti as
another lens with which audiences can view U.S. popular culture.

The film Basquiat chronicles the ascendancy, decline, and identity struggle
of graffitist and neo-expressionist artist Jean-Michel Basquiat in a fixed,
Andy Warhol-inspired art world. In the film, a reporter asks Basquiat, “Do
you feel that you’re being exploited or are you yourself exploiting the white
image of the black artist from the ghetto?” Basquiat’s reflective pause is a
silent protest, an implicit reminder of the unspoken yet visibly profound
struggle for minority representation in the United States. Perhaps the
exploitation of graffiti writing was mutual. The hegemonic culture consumed
Basquiat’s art on canvas (or post-graffiti), while the subculture Basquiat
actively represented admired his fame and comparative wealth, generating
marketable demands for other promising street writers. Regardless, graffiti
and post-graffiti writers are still “involved simultaneously in an art world and
a deviant subculture” (Lachmann 230). Though the exploitative evolution
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romanticized graffiti art, supplying the mainstream with souvenirs and
whimsical creations influenced by the hip-hop underground, the subcultural
art remains a distant symbol of social problems and crime.
The paradox of the defiant subculture having emerged into the mainstream
was the greater diminishing of graffiti works in their intended regions and
on their intended mediums, including subway lines and building walls.
The absence and desaturation of graffiti art in public urban environments
was due to “police violence … combined with continuing surveillance …
and the transit authority’s success at quickly erasing most murals on subway
cars” (Lachmann 244). The silencing measures of law enforcement have
made communication among fellow street writers more difficult, allowing
“neither personal nor artifactual contact” with each other (Lachmann 244).
The presence of commercialized graffiti highlighted the illegality of street
writings, thereby oppressing the origins of graffiti through the process of
normalization. Rather than the mosaic and culturally-enriching graffiti of
years past, graffiti art now appears to be crudely created (Lueck). Similar
to Basquiat’s “frenetic, always-in-a-hurry style,” graffiti writers must further
expedite their art processes, sacrificing the volume and impact of their
messages (Jones 164).
The illegibility commonly associated with graffiti continually reinforces
society’s fear of the unknown. The resistance against graffiti prompts the
question, “How does one propagate a culture without sufficient understanding of its language?” In Basquiat’s style of communication, “We can read
his pictures without strenuous effort—the words, the images, the colors,
and the construction—but we cannot quite fathom the point that they
belabor” (Mayer 50). His work, incorporating images and words from
Afro-American history, popular and sub-cultures, and relatively taboo
themes, keeps his audience in a state of “half-knowing, of mystery-withinfamiliarity,”and challenges them to know everything essentially (Mayer
50). The embrace of invisibility through visibility and simplicity through
obscurity is a threat to the “all-knowing” hegemonic culture. The hidden
meanings and messages behind graffiti writings transfer power to the hands
of subcultures. Thus, the normalization of a subculture is a power struggle,
an exchange or a stripping of power from less established communities to
more influential ones.
Graffiti writing “stands as a sort of decentralized and decentered insubordination, a mysterious resistance to conformity and control, a stylish counterpunch to the belly of authority” (Ferrell 197). The mainstream dissonance
between graffiti art and vandalism has unveiled both unmatched aesthetic
exquisiteness and aesthetic degradation. Graffiti writers, emerging from
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underground subcultures, are being pushed to the forefront of American
popular culture and contemporary street-art. The commercialization of
graffiti art has remodeled the founding contextual and physical premises
behind graffiti to appeal to broader audiences and customer bases. The
transition of graffiti—from art to advertising, exterior to interior, and
public urban environments to private estates—involves the reestablishing of
graffiti writing by those inside and outside of the subculture. The absurdity
of artistic beauty is that it can be found where popular culture has not
yet explored, branded, and exploited. From street writings to post-graffiti
art, a subset of beautiful losers has come into focus. Foreign and “slang”
terminology, street-calligraphy, and vibrant imagery harmonize experiences
of marginalized, inherently unequal individuals (findlaw.com). §
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By: Virgie Townsend

It is 12:40 P.M., two days before my twentieth birthday, and I don’t want to die in the back of a Czech
cab to the sound of the driver whistling ABBA’s
“Money, Money, Money.”
The lights in the cab are dark periwinkle and red, and indicate that
we are going about ninety-five miles per hour in an eighty zone. My friend
and I have only been in the cab fifteen minutes, but the driver has already
terrified us with one sudden sharp right turn, his bad hairdo, tailgating
large commercial trucks, and asking us with a chuckle if we’re ashamed of
being Americans.
Morgan and I had barely left my London flat when the Fates began sending
us ominous warnings of our future in Prague. On the tube to Heathrow
Airport I was hauling our unruly red suitcase up the Tube station stairs
when I heard her hiss, “Oh shit,” as she set her carry-on down on the floor.
After thirty years of family use, her mother’s beloved, hand-made backpack
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from Guatemala had snapped under the pressure of traveling. With an
arm strap broken there was nothing Morgan could do but haul it around
on one shoulder and think of ways to explain the accident to her mother
when she returned home.
My own warning came in the form of an angry, empty stomach at Heathrow,
prompting me to scour the airport for the fast food restaurants that apparently do not exist at Terminal 2. By the time we received our dinners on
the airplane two hours later I was tired, hungry and cranky.
Now we—Morgan and her wounded backpack, my hunger and I—are
being driven to our hostel. Morgan stares blankly ahead of us as we speed
into the depths of Prague.
Relief sets in as we move away from the city, and I sense that our ride is
coming to a close. Yet within moments I realize our driver has turned onto
an abandoned road and we are now slowly mounting a steep, rutted hill.
Trees envelope us on both sides. A single streetlight casts a dull, orange
glow on the road and the only sign of life is the sound of a dog howling
behind a chain fence. Morgan’s face remains vacant as I wonder if I should
call my mother to say goodbye. Mom warned me about Prague.
“Do you know that Prague is the number one city in the world for sex
slavery?” She asked, her eyebrows arched with concern. “Make sure you
stay in a safe hostel! I’m really worried about you and Morgan going there
alone. What if I paid for one night at a hotel? I just don’t want you getting
killed … ”
The cab driver slowly turns into an empty lot shrouded by underbrush and
their quaking leaves. A lingering wind has come up behind us. I think that
if he’s going to kill us, he’s probably selected this spot just for atmosphere.
Alfred Hitchcock couldn’t have chosen a better set-up.
But Morgan and I are not going to die tonight. The driver suddenly reverses
and I sigh deeply, happily, as we head back down the hill. He’s supposed to
take the second eerie abandoned road on the right, not the first! In the end
Morgan and I are left at our hostel fully intact, albeit a little traumatized,
and the driver pulls away forty bucks richer.
“My life flashed before my eyes about three times during that drive,” I tell
Morgan as we wait on the hostel doorstep for the manager to let us in.
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“My life only flashed before my eyes when we began driving up that abandoned road,” she solemnly replies.
Later, as we prepare for bed in our room, I tell Morgan I’m going to write
a story about our cab drive: About how overpriced it was, the bad music,
the driver’s hair and the terrifying driving. I tell her my opening paragraph
and she jokingly corrects me.
“It should really begin: It is two days before my twentieth birthday and my
mullet-haired cab driver is chasing me up an abandoned road with his hack
saw,” she says.
Soon we’re both trying to fall asleep on what Morgan describes as “rock-hard
flats on the ground in the dingiest hostel I’ve ever stayed at,” where the
manager’s English is marginally better than our nonexistent Czech.
Morning comes too early, after too little sleep and even less rest, and we
find neither of us has packed appropriately for the weather. The day is
cold and gloomy and our hostel is located a little south of nidke (Czech
for “nowhere”). We shiver as we wait for a bus to take us to the metro, we
shiver waiting for the train to take us into the city, and we shiver when we
emerge from the station to face the National Gallery.
“You know,” Morgan says as she surveys the Gallery’s gray architecture and
the garish, juxtaposed McDonald’s, “The most beautiful city in the world?
I’m just not seeing it.”
“No,” I respond with a shake of the head. “No, me neither.”
We begin walking down the road in search of the real Czech culture, but
we don’t make it far when Morgan confesses that she’s half-tempted to just
surrender and go to McDonald’s.
“Do you want to just do it?” she asks.
We yield to our Fate as lame American tourists and enthusiastically speed
walk back to the comforting arms of the golden arches, where we can at
least discuss our day out of the cold. Morgan wants to go to the Franz
Kafka Museum; I’ll go anywhere as long as it involves staying warm. I am
just beginning to get over a two week cold that is taking its final stand
by holing up in my lungs, occasionally striking out in the form a violent,
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chesty cough.
As we walk to the Kafka Museum I sing a ditty about how cold I am: It’s
cold, it’s cold, it’s really, really cold!
“It’s not that cold,” Morgan says, though the wind continues to blow.
“It’s pretty damn cold for someone getting over a cold,” I sharply point out,
my arms tightly folded across my chest to conserve heat.
“That’s true,” she concedes. “I am worried about you, too. Every time you
cough I think, ‘Oh, no!’ and my heart gives a little flutter.”
Later, as we wander through an eerie maze of Kafka’s life—of his lonely,
self-loathing quotes, his Oedipal complex, and dark, hopeless novels—I
realize I probably should not have come to a museum commemorating
a misanthropic writer who died young of tuberculosis. I stifle a cough
when I read the diary excerpt, “For each invalid his household God, for
the tubercular the God of suffocation.”
Despite my admiration for the artistic construction of the exhibit—the
way they play with inky shadows, music and artifacts as art—I walk out
depressed. Not all of life is what you make it, but if you’re perfectly miserable
and immortalize your misery on paper there may eventually be someone
to adore you for it. I start to wonder if I’m too healthy to ever be a great
writer.
Morgan gushes about the museum after the tour and jots down a note in
the comment book. I admire the obscene fountain statues of two parallel
men smiling at each other as they pee. Before going into the museum I
took a photo of Morgan pondering the statues with her brow furrowed
and index finger contemplatively resting against her lip.
It has not rained yet, despite the threatening clouds, so we decide to go
to Prague Palace. I agree to do so because I haven’t noticed it will mean
fruitlessly climbing uphill for forty-five minutes, which I hate. Morgan
loves walking tours, trooping tours, stomping up one side of a mountain
for the sole purpose of marching down the other, and stretching her limbs.
Because we are traveling together and because friendship means making
sacrifices, I go along with it and think of ways she can repay me later.
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The view of Prague from the palace is beautiful. Purple-tinged clouds still
hover over the city, but the architecture is stunning. I admire the gargoyles
that riddle the edifice’s side. Morgan complains that it really is a palace and
not a castle. She prefers castles to palaces because of their role as medieval
military fortresses and not just ostentatious pads for rich bores.
My favorite sight at Prague Palace has nothing to do with the actual Palace,
but the attractive monks who pass Morgan and me as we’re taking pictures.
We give each other a knowing look and nod. Besides the monks, we agree
that Prague is a city with a conspicuous absence of eye candy.
Perhaps as punishment for our sinful thoughts about the luscious monks,
the rain arrives as I wait in a long line to use the bathroom. The irony of
this is not lost on me. I have been chugging liquids all day to fight my cold
and now I am standing in a downpour with about fifteen Czech kids on a
fieldtrip, waiting to pee in a bathroom the size of my kidney.
After this, Morgan and I agree that there’s no point in prolonging our
agony in Prague. We label ourselves defeatists and head back to the hostel.
I promptly fall asleep around 8 P.M. and don’t wake-up again until morning.
Maybe there’s some truth to Annie’s song “The Sun Will Come Out
Tomorrow” because it did in Prague. When we got up in the morning (to
the sound of a new roommate’s obnoxious alarm clock), we found that
light was filtering in through the curtains and, even more shocking, that
the air was mild and warm at the bus stop.
Having learned our lesson from the day before, we decide to let the day
unfold as it will. We wander around the Old Town Square, take pictures of
cathedrals and search for a marionette show because Morgan loves them.
Our quest for marionettes leads us to a shop where hissing green dragons
fly overhead, decapitated nobles hang from the walls and princesses, witches
and monsters mingle unreservedly. Morgan and I giggle over some of the
marionettes’ anatomical details. Something about Prague’s abundance of
explicit statues and marionettes has brought out our inner 11-year-olds.
“I’m getting a marionette for my brother,” I announce after finding a rack
of smiling lions, fuzzy zebras and googly-eyed sheep. “He’s a two-year-old
boy so I know he’ll ignore it because it’s not a car or airplane, but maybe
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by the time he’s three he’ll have developed a more complex imagination.”
Morgan nods before confessing that she wants a witch marionette. We
proceed to rationalize our purchases for the next ten minutes.
“I should save my money for my car insurance when I get home,” she
quietly says. “But my dad’s already said he’ll help and I still have enough
korunas left.”
“This is true, this is true,” I respond with a sagacious nod. “And this may be
your only opportunity to buy a real witch marionette in Prague. Everyone
should occasionally get something they really want.”
Eventually, the question evolves from “should I buy a witch marionette?”
to “which witch should I buy?” After my brother’s lion is safely bought
and wrapped up for Christmas we debate the various merits of the two
witch candidates.
We leave the shop with smiles and swollen bags. Outside, the sunshine is
slanted against the buildings’ yellow walls and we find ourselves having
lunch in a small courtyard behind a rundown café. Weeds grow between
the cracks in the brick ground and last night’s raindrops cling to our chairs.
The food is less charming. My sandwich is wet bread with tuna and corn
scraped on it. Morgan wisely only orders some soup, coffee and a piece
of cake we split.
We make our way to the National Gallery after our substandard lunch.
Although The Czech National Gallery meets every national gallery’s quota of
stuffed animals and fossilized fish, it is conspicuously free of Czech historical
artifacts. A majority of the exhibits don’t translate the captions from Czech
to English. Yet the city is bright and bustling when I look out an exhibit’s
window. There’s a McDonald’s and a series of naked robot statues below
me. Morgan and I have our marionettes in bags by our sides.
“What are you looking at?” Morgan asks as she comes over to the window.
“Nothing. I was just thinking that I made peace with Prague.”
“We made peace with Prague,” Morgan corrects before shaking her head and
smiling. “And damn the weather for making such a difference.” §
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Forward
In Writing 308, a style class, students read Gertrude Stein’s speech
“Composition as Explanation.” Later, each was asked to imitate this
unique style of writing. The following is one student’s imitation.

By: Andrew Farah

Audience. Audience. Audience. To convey meaning one must consider
some things. These things, of which one considers for use in order to achieve
the greatest effect, consist of, if nothing else, audience alone. There is a
singular nature to it. It is a thing of utmost importance. For this thing is,
in fact, consisting of many things. People, of course being the things of
which I speak. And so it is that with much vehemence and fervor that I
implore you to consider the things most important in prose. If we can agree
that such things are the things behind, or the motivation for, the figurative
spur in the proverbial horse, if you will, or the inspiration for the prose of
which I previously spoke, then the persons gathered like vapor to the core
of a cloud must maintain the priority of the author.
Mind occasion. It is and must continue to be a relevant component for
efficacy. Consider this: if one were to stand upon a stage and produce not
a commencement speech, for which one were hired, elected, or otherwise
chosen, but rather a dull, gleam-less, lackluster oration whose redundancies
pronounce themselves clearly to the astonished parents and sleeping relatives of impatient graduates, one would find himself or herself (if one were
so politically inclined as to make certain the omission of discrimination,
of course), caring not for the occasion or the audience. In this manner a
writer, or speaker, for that matter, would be ineffective.
There is something to be said for efficiency. However, I find that curtness
takes too much effort to accomplish. It could be argued that tight writing
grants not the reader much respect. Allowing the mind to flow without
hindrance, to waver not in the winds cast by a flustered professor or his
or her bored pupils (the winds being the impatient sighs and complaints
ushered by such prose as this), is a gift from the artist, the author, to the
eyes, the reader.
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Take care in mining purpose from your hills of thought. I sometimes use a
technique, a technique utilized by only minds intent on growing into great
minds. One, such as myself, may pose to myself, questions. “Questions?”
you question. “Questions,” I say. Of the like: “What, in this prose is my
purpose? What, from this prose should one draw? Who, in this prose must
I address?” And most importantly, “About it, how must I go?” These, you
say, as you should, are proper and valid. The validity of which I will not
expound upon, but will highlight with this line.
I gift you tools. I offer advice, sound, I think. I put forward for you an
outline. I hand down the wisdom of ages past to such listeners as you who
listen; who listen intently to the words that clarify the words boggled and
cluttered by “efficient” writers and their improper ways. Ostentatious
authors who propound false methods of efficacy and dim the minds of the
budding adolescence for which these very words were written.
Staggering Genius, over and out. §
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By: Lauren Galliford

When I was a kid, Disney was my religion. I
watched the movies, I read the books, I bought the
toys. I aspired to one day be a Disney animator.
The fact that I couldn’t draw was inconsequential.
I was determined to have some part of the “Magic Kingdom” as my very own, determined to become, in the
words of a certain mermaid, “part of that world.”
I saw the world through big, bright Mickey Mouse-shaped lenses.
Aladdin, Ariel, and Belle were like the cool older siblings I’d never had, and
I was certain that as long as I followed their examples, I’d achieve similar
results—adventure, happiness, independence, friendship, love, etc. To sum
it up, Disney let me know that as long as you are a good person at heart,
you are sure to end up “happily ever after.”
This promise of “happily ever after” became a promise of salvation from
reality. I was much more interested in memorizing verses of Disney songs
than those of Sunday school hymns. I found the fairytale fables of Ariel
and Aladdin to be much more accessible and meaningful than any of the
(boring!) parables of the Bible. From a very young age, Disney instilled in
me morals, inspiration, and an eerily fanatical sense of devotion.
The Little Mermaid premiered on my fourth birthday. To me, seeing that
movie was like seeing Jesus. Suddenly, I knew what life was all about: life
was all about watching Disney movies. By the time my fifth birthday rolled
around, I had the movie memorized. The Fischer Price tape deck in my
room had The Little Mermaid soundtrack playing on a loop for (and this
is a conservative estimate) three years straight. It was replaced only by the
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Beauty and the Beast tape, then Aladdin, then The Lion King. I think you
get the picture.
It was the same with videos, games, books, and toys. My bedroom was a
virtual shrine to Disney. I had a huge collection of Little Mermaid toys,
and cried for days when the pull-string on my talking Ariel doll snapped
after months—or maybe just days—of continuous use. It was the same
with Beauty and the Beast a couple of years later. I had the dolls, the board
game, the light-up drawing kit, and the handheld LCD video game. But
it wasn’t enough. I wanted more.
For one thing, I wanted a subscription to The Disney Channel. I was a
Disney fan, after all, so I needed the Disney channel—if only to serve as
a sign of my devotion to Disney. Back in the day, it was still a “premium”
cable channel, and I only got to see glimpses here and there when they’d
have a special free preview weekend. I tried to convince my parents to
invest the extra few bucks a month to take on the Disney Channel because,
well, it was Disney. Fun. Magic. Quality. I was enamored; my parents were
annoyed.
During one of the more fateful Disney Channel “freeviews,” I saw a special
about the making of The Little Mermaid. I was amazed at the whole
process—storyboarding, character modeling, composing music, and the
animation itself. I wanted to be able to do that—I wanted to create life on
paper. Not only life, mind you, but Disney life, which, as we all know, is
far superior to “normal” life. When my first grade teacher asked me what I
wanted to be when I grew up, I told her I wanted to be an animator without
pause. Some of the kids in my class still thought Ariel was real (after all,
many of them had “visited” her in Florida), but I knew the truth: Ariel
was nothing more than lines on paper. And I wasn’t disillusioned; I was
inspired. And since Cinderella had assured me that “the dream that you
wish will come true,” I was certain that someday, somehow, I’d be creating
Disney characters of my very own.
I went to the Holy Land Disney World a couple of times during my
childhood. Both times, my favorite part of the trip was the visit to the
animation studio at MGM. My second pilgrimage to Disney World, in the
Namely, I wanted the Beauty and the Beast Talk ‘n View Magic Mirror™, which my
mother claims to have given me for Christmas that year. It was the only thing I asked for.
And damned if I didn’t get it. I hate to call my mother a liar, but ... sorry, mom, disagree
all you want, I know for a fact that you did not get me this $20 toy. And I’m still bitter.
Thanks.
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summer of 1993, was especially memorable. I got to see Disney animators
at work, finishing up background paintings for The Lion King and developing storyboards for Pocahontas. Even though mom and dad were fighting
during most of the trip, the environment was so magical that it was easy
for me to ignore the fact that my parents’ marriage was falling apart right
there at Disney World—the happiest place on earth.
Looking back, I realize that the whole trip was probably a last-ditch effort
on the part of my parents to A) save their marriage, and B) give the kids
one last family vacation to remember in case objective A failed. It did. My
parents had a lovely argument at the Disney World Polynesian Resort,
which, like all great marital battles, was about absolutely nothing. I’m
convinced that this episode, as trivial as it may seem, must have been one
of the deciding factors in their eventual decision to divorce.
Despite this unhappy association with my vacation, I was still able to find
sanctuary in Disney. The movies, the music, the theme parks … they were
all wonderful distractions from the drama of my dysfunctional family.
Pocahontas got me through the rough summer when my parents finally
split; she was my friend when my other friends stopped associating with
me. Like a strange sort of saint, Pocahontas offered me hope and solace
when others had shunned me.
Even though Pocahontas was there to see me through the darkness, she and
the others were starting to fade away. I was entering middle school with
practically no friends, and, as I found out, the other kids were all “too cool”
to watch Disney movies. At summer camp that year, my roommate laughed
at me for listening to Disney soundtracks on my Walkman. Humiliated by
her teasing, I (publicly) renounced my love for Disney. I became a closet
Disney fan, never again to sing A Whole New World on a bus, or wear a
Pocahontas t-shirt, or play with The Lion King action figures.
After that summer, I stopped going to the movies and I stopped buying
the toys. I felt like a hypocrite. I felt terrible for being disloyal to my
“religion”—Disney had been such a significant part of my life that it was
difficult to pretend that I’d outgrown it, or that it meant nothing to me.
Sadly, I took down my Disney posters and condemned my once-beloved
Belle and Ariel dolls to the depths of the basement. My Disney videos
were moved from out-in-the-open to out-of-the-way, stored in the closet

Because the boy band music she was listening to was so much better, so much more
mature.
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in hopes that a visiting friend wouldn’t discover my childish taste in
movies.
Occasionally, I would still listen to the soundtracks, but I’d never admit it
to my peers. It was okay to listen to 98°; it was not okay to listen to Under
the Sea. I unlearned what I had spent my entire childhood learning, and
forced myself to move on. G-rated movies were for kids, and I was totally
ready for PG-13.
Within a few years, the Internet was all the rage, and I was happy to have
something so fun and exciting to fill the gaping void that Disney had left
in my soul. One day, while surfing the Web, I stumbled upon a link to
a message board for Disney fans. I certainly wasn’t expecting much—I
figured it was probably a bunch of annoying little kids, and/or a bunch
of creepy pedophiles trying to stalk a bunch of annoying little kids. Such
was my cynicism and disdain for the Church of Disney. My interest had
been piqued, however, so I decided to investigate.
After several hours of reading through posts and getting to know the
members of the message board, I was pleasantly surprised. There were
no annoying 10-year-olds or pedophiles to be found. The discussion was
solely Disney-oriented, and most of the conversations were very interesting.
Rather than blindly worshipping Disney, these discussions criticized and
analyzed the films, providing a whole new level of fascination. “Did you
know that Aladdin was originally being developed before Beauty and the
Beast, but Disney put the project on hold when the Gulf War broke out?
They thought it would be a bad idea to make a movie with Middle-Eastern
characters at the time … the story was originally going to take place in
Baghdad, by the way … ”
At first, some of the discussions seemed a bit wacky.
“If Mufasa and Scar are the only male lions around, wouldn’t that mean
that Nala is probably Simba’s sister?!?”
Other discussions seemed a bit crazy.
“Is there a hidden dirty image on The Little Mermaid video case?”
But, to my astonishment, most of these “crazy” theories were based on valid
observations. I was interested in this community, a community that loved

Yep, Simba ends up with his sister, and yep, it is widely acknowledged that something
isn’t quite right on the cover of The Little Mermaid.
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Disney as much as I (still, apparently) did, and was just as interested in
the stories behind the stories as in the movies themselves. Their energy and
enthusiasm allowed me, although older and wiser, to dive back into my
Disney obsession—not as a wide-eyed “sheep” of a fan, but as a dedicated
scholar, detective, and theorist.
When I was in high school, I decided to put my Disney expertise and
research to good use. I created a website focusing on early “drafts” of Disney
songs, as well as songs that had never been released. It was a pretty popular
site, actually, since it was the only place on the Web with recordings of
many of these “forgotten” songs. This was a rather large operation, so I
had to organize and recruit. Accomplices around the world helped to find
rare laserdiscs with additional “forgotten” songs to add to the website’s
repertoire. I became a strange sort of guru; the people on the message board
practically worshipped me and thanked me for providing music that they’d
been searching for, in some cases, for over a decade.
Needless to say, my site wasn’t around for long. Because of its popularity,
Disney found out about the site pretty quickly, and ordered my web host
to take it down. All of the fans were absolutely crushed, since the songs
weren’t available anywhere else—the only laserdiscs and CDs that they’d
ever been released on were long since out of print, and all but impossible
to find. Yes, I understood that Disney “owned” the songs and that sharing
the songs could be seen as “stealing.” But I just couldn’t understand why
they’d slap the fans in the face, reprimanding us for “stealing” something
we couldn’t have bought to begin with.
It was obvious that Disney wasn’t what it used to be. Or, at least, it wasn’t
what it had appeared to be. Instead of a fun, exciting fantasy land, it was just
a company: uninterested in righting the wrongs of the world or promoting
happy endings, like Walt Disney himself. When I was a kid, he was “Uncle
Walt, bringer of magic and happiness.” After reading his biography, he
seemed like something of a crotchety egomaniac. I suppose I can’t hold
it against Disney that they need to make money, but … that just seems so
cynical, so materialistic, so mundane. So un-Disney.
So here I am, left to think about what Disney has meant to me, what Disney
has done for me over the course of my life. I suppose my childhood love of
Disney could have been seen as a form of hero worship, an admiration so
immeasurable that it made me altogether blind to Disney’s flaws. But now
I got in touch with Stephen Schwartz, the lyricist of Pocahontas and The Hunchback of
Notre Dame, and found out that even he didn’t have access to these rare recordings.

I’m pretty sure this mentality comes from watching Robin Hood as a child. (Yes, the
Disney version.)
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that I’m older, I suppose that any hero has the right to a few flaws—Ariel,
after all, could be seen as a whiny little brat, Belle as an enabler, Aladdin
as a gold-digger. Maybe I’m pushing it a bit, but you get my point. These
characters I had blindly idolized in my youth with religious fervor, whom
I’d seen as perfect, almost God-like beings … weren’t. In that regard
Ariel, Belle, and Aladdin—those amazing creations of pencil, ink, and
paint—suddenly seem rather human.
Disney provided me with the things that every good religion should
offer—a moral code, a set of deities, role models, and a promise of salvation. There were drawbacks too, as there are with many fundamentalist
religious organizations. At first, my adoration was blind—it seemed that
Disney could do no wrong, and I bought countless “sacred” knick-knacks
to prove my status as a devout fan. It wasn’t until I was older, when I started
to study, criticize, and analyze Disney—to separate the “scripture” from
the “church,” as they say—that I truly understood what Disney has really
taught me over the years.
So, what has Disney really taught me? No amount of good deeds can
guarantee a happy ending. Cinderella was wrong—wish as I might, my
childhood dream of becoming an animator never came true. I’ll never have
the artistic ability, or the patience, required for that line of work. But dreams
ebb and wane over time. Dreaming is a process, not just an end result, not
just a happy ending. So go ahead, sing along with Under the Sea—whether
or not they admit it, the “cool kids” probably love that song too. It’s great
to analyze these movies—to question and critique them—as long as you
don’t forget to enjoy yourself and find a little bit of inspiration along the
way. You know, there’s a lot to be said for “Hakuna Matata.” §
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By: Clay Andrew Willis

“ … literature always should search for something
that does not exist in the first place which I would
call heroic, but in this paradoxical formation,
literature becomes something to be protected,
something always under threat from the outside
just like a country under the threat of war.”
            Reiichi Miura
Did you like The Kite Runner? The scenes are so vivid and captivating,
and the cultural exposure, enlightening. Americans fail to understand the
scope and grandeur of such a proud people like the Afghanis. This book
came to us at a pivotal moment in history. And anyways, numbers never lie.
Khalled Hosseini has achieved New York Times bestseller status, inarguably
the most profound indication of literary stature. How could you not love
this novel? The imagery and passion simply lift the reader into the pages
of a whimsical and mysterious culture utterly foreign to all but the most
enterprising citizens. The politics create a long overdue reference point for
the historical memories of America’s youth. The warm, accessible characters weave through an entrancing drama of struggle and redemption. Oh,
the relatable and sympathetic narratives. But then again, how well does
Hosseini portray his native homeland? Does he provide the reader a full
portrait of the ethnography and politics? In hindsight, the writing seemed
a tad extreme, almost sensationalistic, not fitting of the shallow narrative.
The novel suffers in a few regards, so the question then becomes: how does
such a book succeed both in sales and critical acclaim? Is it truly worthy
of the respect given unto it by the literary community?
Perhaps The Kite Runner does not warrant all the praise showered upon
it. The blame lies partly within the publishers. With a rise in literacy in
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past centuries the relevance of literature as an exploitable entertainment
medium has expanded analogously. With the consolidation of nearly all
publishing houses into a group of three or four media conglomerates, the
understanding of publishable works has only become more corporate and
calculated. As the economic viability of literature as an entertainment
commodity increases, the process by which publishers choose literature
has evolved rapidly (Campbell 369). Corporations are, of course, intrinsically devoted to maintaining profit margins, especially considering the
pressure wielded by stockholders to maintain their stock at an upward
drift year after year. “As in the movie business, large publishers are always
searching for the blockbuster,” so when considering works for publication,
professionals must now take consumer tastes into ultimate consideration
(Campbell 372). So, what do people like? According to Richard Campbell,
one of the foremost experts in media studies, “people are so addicted
to mass-produced media menus that they have lost not only the will to
challenge social inequities but also their discriminating taste for finer fare”
(Campbell 23). In other words, people prefer garbage on the whole. People
covet their MTV, Snakes on a Plane, Friends, and celebrity gossip. Numbers
do not lie. As a result, “our society and our literature and our culture are
being dumbed down” (Bloom 2). This considerable evolution, spurred by
the cyclical relationship of manufacturer and consumer, warrants sincere
reflection on the future of literature.
The Kite Runner illustrates a much graver condition than simply the decline
of literature, the acceptance of something intellectually void that engenders
genuine reverence by reviewers and validation by academics, as demonstrated
through its widespread acceptance into college reading programs. There
is a saying in cooking, “if you wouldn’t drink it then don’t cook with it.” I
find it hard to believe that while academics hurl this work at students they
themselves gulp it down with the same fervor. Perhaps some logic exists
in the enforcing of this remedial manuscript, but remember who to blame
when Goethe and Sophocles float beyond cultural memory. Then again,
at least they are reading.
The Kite Runner parades a kind of sensationalist plot intrusion to invent, almost exclusively, the levels of interest. Using graphic and largely plot-devoid
scenes, Hosseini exploits grave issues as tools to bolster reader conviction
and interest. One of the most striking yet irrelevant scenes, “I’m thinking
the stoning scene, I’m thinking B-grade movie star villain practically twirling his mustache,” is a scene imposed upon the narrative to create brash
hype (Flowers). The author fails to achieve a level of complexity in both
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story and character that could accommodate such a vivid scene. Hosseini
accomplishes nothing relevant with this intensity or this content (Flowers).
So why litter the novel with scenes with train-wreck brand imagery? That
decision feeds heavily into the economic success of the book, helping to
generate the sought after punch of entertainment akin to flashy competitors
(Movies, Television). Unfortunately in our post-globalized, consolidated
society, economic viability dictates the relevance of a work to producers and
distributors, and so the text becomes littered with lines like, “Suddenly I was
on my knees screaming. Screaming through my clenched teeth. Screaming
until I thought my throat would rip and my chest explode” (Hoisseini 343).
This is a reaction wholly unsupported by how we have come to understand
Amir, who the author establishes as shy and cowardly, further reinforced
by Hassan’s rape scene (Hosseini 74-79). Unless a work can give cause for
something to exist with “nuanced exploration,” it has no right to impose
scenes of this character and misleading relevance. A clear demonstration of
how the American market has specifically manipulated the work to appeal
to our action-packed culture comes without staid word or phrase.

The American cover flaunts a destroyed Kabul, with ridged crimson letters,
and an eerie green tint. This is the cover of a thriller or a horror novel. By
contrast, the United Kingdom’s cover suggests a young boy holding an
ethereal blue kite that shrouds his head and shoulders. The text is reserved
and unimposing in the background in a unified light tone that graciously
compliments the visual. Thus demonstrates the market consciousness that
the calculating publishers enlist of The Kite Runner, explaining part of what
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made the manuscript as golden and as tempting as the sun—a political
thriller, relevant to our times, with visually exploitable sensationalism.
The most profane demonstration of the book’s market viability, consistent
with the corporate theme of selectable qualities, arises from a curious
comparison with perhaps one of the most marketable and profitable texts
written in either the twentieth or twenty-first century: J.K. Rowling’s
Harry Potter. Aside from the political relevance, The Kite Runner and Harry
Potter share an alarming number of plot and structure similarities, not to
mention corresponding characters. Of course Harry Potter represents a
hyper-extreme example of the practices this paper critiques: the destruction
of literary standards for market viability. In pondering characters, the two
protagonists, Harry and Amir, both face unnatural extremes of faceless
antagonism. Consider Amir’s encounters with Assef at the pomegranate
tree when Hassan defends the both of them (Hosseini 39-41) and in the
Taliban office (289-291). As Amir felt convoluted about rescuing Sohrab
(Hosseini 193-194), the ever-reluctant heroes must eventually rise up,
surmount their fears and defy evil, of course with the help of their more
capable friends. The less significant but far more capable friends Hassan
and Sohrab are to Amir as Hermione and Ron are to Harry. These allies
perpetually burden themselves with saving, supporting and protecting
their protagonists, despite Harry and Amir’s failings. Hassan rescues Amir
at the pomegranate tree from Assef (Hosseini 39-41), and Sohrab rescues
him again from Assef in the Taliban office (Hosseini 289-291). Harry’s
father was a man well-liked; he was powerful and influential until his tragic
death. Amir’s father, Baba, equates nicely, except that his death only occurs
after he is severed from mother Afghanistan (Hosseini 125). In actuality,
neither of these authority figures were able or willing to support their
charges due to their weakness and cowardice. The authors present both
Assef and Voldemort as figures of un-equateable and incomprehensible
evil and villainy as Hosseini demonstrates with the rape of Hassan (Hosseini 75-79). Finally, there is the context itself, the very lifeblood of both
stories, where these people call home. The mystery and exoticism capture
the reader’s imagination in the Orientalist tradition. Hosseini exploits the
reader’s ignorance to create a fanciful world of wonder, and then dramatically destroys it, as it is threatened respectively by the Death Eaters. Now
raise your hand if you consider Harry Potter a relevant collegial work of
literature. Anybody?
The relevance of this comparison comes only in the epiphany that publishers select viable instead of poignant text. The distinct parallel structure
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should generate sincere consideration on how publishers are reading for
new work, looking exclusively for film adaptation and sales. Beyond the
faults of corporations, the children of today seem unwilling to consume
literature unless it solicits this film structure. For this reason our school
library shelves are flooded with anything that can hold students’ attention
for more than five minutes, rather then something to pry open their minds
and hearts. Then again, at least they are reading. However, in the opinion
of Reiichi Miura, associate professor of western culture at Hitotsubashi
University’s Graduate School of Language and Society in Tokyo, Japan,
“The partial knowledge of college kids is owing to the consumerism of the
publishing world or cultural industry,” once again blaming the corporate
drive behind literature (Miura). Does there also exist a failing in the less
corporate sides of the literary world?
How could this novel represent a failing in the literary world? Terrible literature has been produced for centuries. It has been argued that even Beowulf,
the first English epic, could have simply been a mass-produced piece of trash,
which would explain how a copy survived (Ogilvy 20-65). Our society has
been producing pulp literature for decades, trashy paperbacks about sex,
crime and scandal. So why can I ascertain that the conception of The Kite
Runner indicates a failing in the literary world? The distinction between The
Kite Runner and so many pieces of trash comes simply with the reverence
that surrounds it. The New York Times Review of Books, arguably one of
the most influential and decisive book reviewers, lauded The Kite Runner
as “a vivid and engaging story that reminds us how long his people have
been struggling to triumph over the forces of violence,” without a single
line of criticism (Hower). The praise from lesser reviewers spreads an even
more sugared and pre-written totem applauding the novel: “[A] beautiful
novel... ranks among the best-written and provocative stories of the year”
(The Denver Post). Yet when the most elite of reviews praises something
as transparent and manipulated, one begins to wonder where allegiances
lie, and what authoritative parent companies reside over both Riverhead
Books and the New York Times.
I view the academic success of The Kite Runner as the fault of wind-up
reviewers, but also largely the fault of the academics themselves. Their inability to take the time to reinforce the genuine history of a contemporarily
critical civilization has us vying for any exposure available, and academics
respond with this mockery of relevance. Without that all-important context, a student or reader could never understand how limited and shallow
a historical context Hosseini offers. Beyond this, the fault of the book’s
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sincere political lacking falls unto the likely pressure of Hosseini’s publishers, editors, possibly the government, and indirectly, the public, to deliver
the Afghani experience, relative to the United States, in a positive light, to
whitewash the history and truth of the United States’ sins in the matter
(Mamdani 120-123). Had Hosseini included our involvement with the
training and supplying of now terrorist organizations for the purpose of
indirectly battling the Soviet Union, a terrifying trend could occur, sales
could suffer (Mamdani 120-123). Literary history has degraded from
hideous truth to an easy pill to swallow, washed down with “redemptive
language immediately legible to Americans” (O’Rourke). Its periphery
politics skirt true and relevant issues to pacify American interests while its
sensationalistic writing holds the attention of even the markedly remedial
readers. While blame for such contorted history is not likely to fall on the
shoulders of Hosseini himself, he remains guilty of agreeing to manipulate
his heritage for profit.
So, why did this novel succeed when every level suffers from a comprehensive literary and political failure? Is it the influence of the latticed
corporate publishing conglomerate responsible for the novel’s distribution?
Or perhaps it was the overzealous reviewers who must have suffered some
variety of contamination, the ignorant consumer, or even the weathered
academic? We now see that all have failed the literary world by encouraging this work. It falls unto the great minds of our intellectual stratosphere
to help guide the awareness of the manipulated and exploited. The critics
and the academics must reign not only guidance upon their charges but
more importantly upon themselves. For critics to acclaim such a work with
envious prestige makes a mockery of literary history. They must resume
the rolls of guardians by casting off their garbled interests.
If The Kite Runner persists as the only reference my generation will grasp
of Afghani history and social dynamics, then our teachers have served us
poorly, and yet many of my peers might easily live a life far more devoid
of understanding without this book. While poorly written and versed, at
least they are reading. The scholarly community should at the very least
make an effort to supplement this tortured work with something truly
enlightening. Regardless of the hard time I have given him, I sympathize
with Hosseini when pausing to consider the literary world he has emerged
in. Now that he resides in a position of power, he has the obligation of
responsibly telling the story of Afghanistan. In this day and age, with
these wars and conflicts, understanding the author’s culture and all Middle
Eastern peoples’ cultures remains a vital public service, for no peace can
come of our ignorance. §
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Overview
A macro is a series of keystrokes or mouse clicks which are recorded, then
automatically played back when required. The purpose of a macro is to
simplify a series of steps and save time.
These instructions are intended for a current version of Microsoft Excel on a Windows PC. Also, these instructions assume
the reader has a basic knowledge of Microsoft Excel.
Example Scenario
To teach you how to use macros, we will use an example scenario.
Your job as Assistant Dean of Students is to create a graph showing the
correlation between attendance of an event and the class status of the
attendees. After every event you are e-mailed an Excel file containing the
number of students in each class that attended the event. Your boss wants
to receive a standard graph of the attendance of every event. She wants
freshman to be in orange, sophomores to be in pink, juniors to be in green,
seniors to be in blue, and seniors+ to be in yellow.
Without being repetitive, how do you go about doing this? A macro is
the answer.
Creating a Basic Macro
1. Open a new file in Microsoft Excel.
2. For this example, enter the following data
into cells as shown in the table to the right.

Freshmen

125

Sopohomores

65

Juniors

88

Seniors

55

Seniors +

82

3. Highlight the entered data.
4. Click on Tools on the menu bar,
select Macro, and Record New Macros. The Record Macro window
should appear.
5. In the Record Macro window,
enter “PieChart” as the Macro
name.
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6. Hold down “Shift” then “I” as your “Shortcut key.”
7. Select “This Workbook” from the dropdown list under “store macro
in:”
8. Enter “Color and format” as the Description. The window should appear
as it does in the picture on the opposing bottom left page.
9. Click

.
At this time any clicks or keystrokes will be recorded as a step
in the macro.

10. Click on Insert on the menu bar, and then select Chart. The Chart
Wizard should now appear.
11. Under “Chart type:” choose Pie
which will select a pie chart.
12. Click

.

13. At the Chart Source Data window
click
.
14. At the Chart Options window
click
.
15. In the Chart Location window click

.

Now that you are done creating the chart, some editing
can be done to specify the colors your boss wants (e.g.
freshman in orange, sophomores in pink, juniors in green,
seniors in blue, and seniors+ in yellow). Steps 16 thru 19
will guide you through changing the colors. This process
will show you that by using a macro, Excel will make these
changes itself in the future when you run the macro.
16. Click on the section of the pie chart that corresponds to freshman.
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That individual area should now be selected on the graph.
17. Right click that area, and
select Format Data Series.
18. In the Format Data Series
window, under “Area” choose
orange.
19. When you are done selecting
the color, click
.
20. Repeat steps 16 through 18
for all sections for the PieChart. This time changing sophomores to pink,
juniors to green, seniors to blue, and seniors+ to yellow.
21. When this is completed, click the square
button in the Stop Recording window. At this
point the Macro recording process is complete.
Your keystrokes will no longer be recorded.
Using a Macro
Recording a Macro is just half the process. Once
you have the data on the graph you want to create, you have to call up and
activate the macro.
1. Open a new file in Microsoft Excel.

Freshmen

167

Sopohomores

59

2. For this example, enter the following data into Juniors
cells as shown in the table to the right.
Seniors
3. Highlight the entered data.

34

Seniors +

4. Click on Tools and select Macro and then select



74
74

.
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5. Select the name of the macro
(PieChart) you wish to invoke,
and click the Run button. A pie
chart of the data using the specific
colors your boss requested should
be created.
Conclusion
Before creating a macro it is a good
idea to plan out the steps of the
process you want the macro to recreate. Once you have mastered this tool,
it can be a valuable time saver. §
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By: Nicole Miller

Every day, everywhere, has its sunset.
I’ve watched the Barbie-pink circle linger in the summer sky for
nearly an hour before it finally gets dark. In some July, I sat on the
stone steps in my backyard at 8:00 P.M. in warm daylight. Some
purples in the sky hinted otherwise, and across the street parents
were probably getting their little kids ready for bed, but I remember
feeling like I had so much day ahead of me.
Four months later. I sit at my computer in London in November; it is
around 11:26 P.M. and it has been dark for at least seven hours. In midafternoon the sun casts colorful shadows across the dirty sky until just past
4:00 when the city turns black. I forget time when that happens. I feel
wasted in a day too short for me. Too short for what I want to accomplish.
The sunset happens so fast I can’t even appreciate its beauty. It rushes itself
along, unnoticed, like all of the cold pedestrians hustling through each
other, on a collective mission towards warmth.
That October, I was in Greece. I sat on a white stonewall in Santorini, and
watched what I’d heard advertised as the most beautiful sunset in the world.
This is Impression Sunrise for real. Where did Monet paint that? It was an
orange globe in a rich blue sky, imitated clumsily by the ocean below. It
was fleeting. The Impression Sunrise sunset. I’m actually lucky I caught it as
I looked up from my writing. The moment rushed by so quickly. I wished
the sky had a pause button so I could stare indulgently. Then again, the
collage in my head produced memories of more colorful sunsets. More
beautiful perhaps.
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Two days later I was in the dark again, on a ferry from Santorini to Athens.
I climbed out a heavy white door onto a slippery white deck. Small lamps
lit the wetness under me, and I slowly slid my way to a dry plastic chair.
I brought it to the rail. I sat down and looked toward the sea. In a skyless,
bottomless pocket of black, the boat was the only color. That and the white
water that surrounded us and followed us; the white cloud that we surfed
through the night.
Seventy percent of the world is water. Ninety percent of the human body
is water. Anything visceral is fluid. Inspiration, hope, fear. I once was
given the following advice: you’ve had a tsunami of epiphany. the wave will
recede. don’t forget this feeling. and know it will wash over you again. courage
is action in spite of your fear (when the wave recedes). A month before this
advice reached my ears, I looked out on an ocean and I searched for visceral
reassurance.
“Not marble, nor the gilded monuments
Of princes shall outlive this powerful rhyme,
But you shall shine more bright in these contents
Than unswept stone, besmeared with sluttish time.”
William Shakespeare

Athens is said to be the birthplace of thought. I sat on the Acropolis and
took in the panorama of a built up, congested Athens below. What if there
was still a city in these ruins … Ivory wasteland. Marble and dirt. This place
is majestic but the “sluttish time” that’s withered it reminds me how fleeting
everything is. This is the skeleton of a city. A fossil of an era. What remains of
worth? No ideas, no memories, just marble bone.
Escape. There’s a desperation implied there. With it, a suggestion of no
return.
My tongue has wrapped around new noises imperfectly for ten years. Six
of them were busy, I learned French four days a week. The last four years
have been in standstill. My lazy lips don’t attempt the fluid cohesion of
French words. Instead, the sporadic phone call to an old classmate will
incite a, “Tu me manques, je t’aime. A bientot mon ouiseau!” I miss you, I
love you. Later gator. Well technically, “soon my bird,” but in English that
doesn’t rhyme.
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I have friends who have lived in Paris. Lived in Provence. They teach me
colloquialisms. They tell me about fashions, music, pastries, people. They
paint me a Paris to honor clichés.
In high school my French textbooks taught us about France. They taught
us about croques monsieurs and Edith Piaf.
I was finishing my first full month in Europe before even considering
traveling to Greece. So I figured I’d try something “familiar” first.
My first Parisian meal was a croque monsieur in a restaurant that had been
alternating between Craig David and Usher, then suddenly played La Vie en
Rose. I heard the chirpy trill of Edith Piaf ’s voice over a din of clanking wine
glasses and the classic French “eeuuuh” between other diners’ words. I saw
myself as sixteen years old sitting in my French classroom with my friend
who laughed hysterically at Edith’s shrill vibrato as our teacher played it to
us through muffled speakers. Then I looked through the cigarette smoke
around me, and remembered time had passed, and I wasn’t eating the classic
French sandwich to classic French music in my French classroom. I was in
Paris where the kitsch of it all wasn’t and couldn’t be the same.
Internet is a burden to vacationers. A constant connection to the stresses
and obligations of the life we’re trying to separate ourselves from. I rebel
against myself when I’m away, the Internet is my worst enemy and I’m glad
when my cell phone won’t work. In my sanctuary of separation, I escape.
Kob Khun sum rup ahan. Thank you for breakfast.
I was a teenager still daydreaming about my semester abroad. Visiting Vivi
was the first time I’d been overseas since I was five.
The dark wooden dining room was separated from the kitchen by a sliding
glass door. Through it the Amranands’ servant, P’Chuen, brought me and
Ted fresh squeezed orange juice, toast and eggs. She brought Vivi porridge—soupy rice with dried fish on top. Ted and I kept saying “Thank
you,” to the juice refills, new plates of toast; fully aware we weren’t being
understood. So once again my tongue was made to roll over r’s and cut
consonants harshly in a very un-American way. My Thai was crude and
probably equally as incomprehensible to P’Chuen as my English, but my
attempts every morning made her smile.
Hua-Hin is a city where monkeys run through streets like squirrels. I had
looked forward to seeing the monkeys for days before I got there. They

44

INTERT EXT 2007

https://surface.syr.edu/intertext/vol15/iss1/1

44

et al.: Complete Ussue 2007
Unidentified Wandering

chase each other up trees and under parked cars.
Two American teenagers and their Thai friend stood in separate lines for
tickets to the Palace. The massive property stretched across a mountain.
Women with broomsticks perched on various paths to scare away the
monkeys that sometimes chased the tourists. An old room of one of the
observatories had been converted into a gift shop, full of coconut clocks
and wooden owl-shaped tissue dispensers. The other rooms of the palace
were mostly empty. There wasn’t much furniture anywhere, and hardly any
tourists. Only the surrounding trees were full . . .
Of monkeys.
Lots of Americans say, “I’ve never left the country, except for Canada.”
I’m cultured. Exposed. I have friends from Saudi Arabia, Cyprus, the
Philippines, Germany, Brazil, Spain, Poland, Thailand, France. Seeing Thai
people, French people, Greek people, English people, Scottish people, even
New Yorkers or New Englanders in context, is a different kind of exposure.
The shutter speed changes and perspective is open longer, the exposure lasts
some instants more, and the memories it makes are more too.
In my small hometown in Massachusetts there are authentic Mexican,
Chinese, Japanese, Thai, Indian, French, Italian, Moroccan, Mediterranean,
Greek, Tibetan, and Latin restaurants. Yet only three percent of Americans
have passports.
I’ve lived in Massachusetts for sixteen years. I know my way through my
hometown. The neighboring towns are more complicated. And though I’m
content in a radius, I let myself venture those few miles more every once
in a while. Like it will expand my feeling of home. Or something.
I live with the liberal educated elite. This elite is not necessarily wealthy,
most likely they are adult hippies who, in their passion against the man,
have become professors at one of the five colleges that are all within a fifteen
minute drive of one another.
My hometown was also voted the best small town for the Arts in 2003. It’s
a weekend destination for people who live in the countryside or farmland.
It is a busy city with only one main drag that I could navigate blindfolded.
I worked in a boutique one summer where weekenders treated themselves
to new sundresses. They’d ask me to recommend a restaurant for lunch and
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more often than not they’d pop back into the store the next day to find out
what was good for dinner. I always knew what to suggest.
I lived in London for four months. I still can’t picture the city’s layout. To
me it is tube stops and tourist landmarks. I could navigate from the Notting Hill Gate tube to Holborn station blindfolded. From St. Paul’s to the
Globe. Portobello Road. But I can’t walk most of that city. I don’t know
street names and I can’t recommend too many restaurants. But I explored
what I could, and I can recommend what I know, and I itch for the day I
can go back and wander just a little farther.
I don’t know my heritage. My ancestors all moved to America from places
my relatives can’t entirely label. If I ever wanted to explore my ancestry, I
don’t know much about where I’d go.
I know where some came from: my grandfather was Hungarian. I know
that, but I never knew him. On my way to Greece, I sat in a sleep-deprived
daze in the Budapest airport feeling like I should perform some sort of
homage in my grandfather’s memory. I looked around the terminal at the
Hungarian passengers, and wondered if somehow, they were my distant
cousins. They probably weren’t, but I would never know either way.
I had a great-great grandmother who was Moroccan, but Americans are
advised to stay out of Morocco at present.
I had family who were Russian, but I don’t think they were purely Russian;
I think they just lived there.
So I travel on my own terms. I travel to visit friends, to honor stories I’ve
learned, to satisfy curiosity about somewhere obscure. I’ve never traveled
to find out my history. I learn about myself in other ways.
Yet despite my mixed heritage, to the outside world I’m just another
American. An over packed, noisy, tall American, obtrusively navigating
their streets. All I’m missing are binoculars and a Hawaiian-print shirt?
When did vacationer become tourist?
Suitcases are quite different than they used to be. People carry more now,
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even though they’re not as strong as they once were. Muscle is aesthetic
and so is strength. People only lift their bulging suitcases to show that they
can. So mostly, we roll.
If I’ve learned one thing from traveling, it’s that the actual act of it is easier
than it seems. I’ve also learned the glamour of posters advertising famous
destinations often misinform. Being in a new place is infinitely different
than reading about it, looking at pictures or even talking to a Native out
of context.
I am a native of nowhere. Most people living in cosmopolitan countries
are.
I’m in the expanse of an ocean, I could be anywhere. And the sun above is
anywhere too. And as it sets, I forget time. My cell phone service is dead,
my heavy suitcase wheels locked, my passport tucked inside my purse, and
I imagine escaping, never returning home. But the more places I visit and
the more places I live, I find home is simply a feeling. Home is people.
Unconditional comfort and unexpected laughter. Home is something worth
returning to, and worth expanding. The boat propels forward. The wave
of imagination recedes. §
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In Poetry We Trust

“The notion of a slam is to return poetry to the people.”
By: Colin Fanning

As Alix Olson and Amy Neevel tell it above, the spoken-wordpolitical-activism-performance-art phenomenon we call slam
poetry is a democratic and egalitarian effort to tear poetry
down from its cold and academic pedestal and, through accessible language and the communicative power of performance,
put it in the hands of a public that has shown an increasing
distaste for the language arts.
But there is also a more subtle (and occasionally not-so-subtle) side
to slam poetry’s resistance of the establishment: one based in a cultural
resistance to the mainstream, one that gives a voice to oppressed groups,
one that attempts to redefine the ways in which people take part in the
“production” of a particular culture, and, perhaps above all, gives slam
poetry its own culture—or, rather, subculture. This side of the slam both
contributes to its critical reception by the mainstream, given its inherently
oppositional nature, and, simultaneously, is often overlooked in discussions
of slam poetry’s validity. These are all issues I will examine; but first, a brief
history of the slam.
Marc Smith, the founder of slam, offers a timeline of the events leading
up to and following its establishment on his website (appropriately titled
“SlamPapi.com”). Slam poetry’s official inception was in 1986, when construction-worker-cum-poet Smith approached the owner of a Chicago jazz
club—The Green Mill—with a proposal for a weekly poetry competition
to occur on Sunday nights. Smith called the competition the Uptown
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The term itself may not have
existed until the mid-eighties,
but slam poetry is grounded
in cultural movements beyond
just the open-mic night, or even
the Chicago “boxing-ring” style
poetry readings Kurt Heintz describes in “An Incomplete History of Slam” from earlier in the
decade. The slam has its roots
in the long-standing tradition
of activist poetry, which has
historically been put to some
of same purposes. In fact, there
are striking similarities between
certain lesbian feminist slam poets and what Smith calls “establishment
poets.” Feminist theorist Katie King examines the written and spoken
word of poet Audre Lorde: “[a] powerful speaker and reader of poetry, she
mobilizes audiences beyond aesthetic appreciation into political action
through her performances” (52). Although Lorde worked within a more
formal genre, contemporary slam poets like Alix Olson and StaceyAnn
Chin put the slam to the same purposes. Olson often uses her poetry, for
example, as a conduit for frank political messages: “And we’re exiting this poll
booth, now, self-satisfied patriots, grinning cheshire cats / as this empirial
wonderland is spinning off its evil axis. / And I am pissed off” (Clash). The
performance aspect of the slam, then, is simply another vehicle for the same
ideas with which activist poets have worked in the past.

Photo Courtesy http://folkitup.net

Poetry Slam, using the terminology found in baseball and bridge, and the
basic tenets that guide the competition today (such as the rule that judges
be chosen from the audience) were already in place. The following year,
other slam series opened elsewhere—Michigan, New York, California,
Alaska—and in 1990, the first national competition was held in San
Francisco (SlamPapi.com).

If we look back even further, it becomes apparent that slam poetry also rises
out of the ancient tradition of the spoken word—sermons, speeches, stories.
In particular, it owes much of its character to the African “nommo,” a cultural belief in the power of words and a rhetorical device that encompasses
many of the expression styles of slam poetry. In a study of the influence
of nommo upon Russell Simmons presents Def Poetry (a television program
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emerging from slam poetry’s increasing popularity), Viece Kyukendall and
Felicia R. Walker find that “[t]he presence of nommo gives life to the word,
and the poets help the audience feel the breath and heartbeat of their poems”
(232). Because of its basis in this ancient rhetorical, cultural tradition, the
modern phenomenon of slam poetry is—through spoken devices (and, as
Alix Olson demonstrates at left, forceful performances)—able to draw upon
some fundamental aspect of the human psyche for its power. This is the
same reason storytelling and oration have historically been so significant.
However, the study of Def Poetry falls short. Although the researchers attempt
to examine the performance phenomenon through the lens of nommo and
Afrocentricity, they do so in a mostly technical manner. It seems even that
Kyukendall and Walker created a checklist of nommo characteristics and
simply ran each poem through that series of criteria. What the study primarily overlooks is the cultural, human importance of nommo to a modern
development like the slam. Nommo came out of Africa—a continent long
oppressed by the political and economic pressures—and especially out of
colonization; of rich, white European nations. It is thus significant that
slam poets today speak out against social and political injustices, repression
and marginalization. They are often members of groups that experience
firsthand these wrongs, using a technique with a strong tradition of such
protest. Slam poets have—perhaps even unconsciously—recycled and
recontextualized nommo; it grounds them in the past, but does not prevent
their own moving forward.
Placing the slam in a historical context is undoubtedly useful, but the
more important question to ask is why. Why did slam poetry develop as
such a favorite of activists? Why do the poets have such passion for their
art? Alix Olson and Amy Neevel (her activist partner) offer the following:
“[slam poetry] is coalition building in its most useful form, suspending
culturally enforced fear of, and alienation from, one another, and prodding
connection from its lonely hiding place” (Curve Magazine). That “coalition
building,” that emphasis on the community—interestingly, a community
of difference—is what sets slam poetry apart from many other performance
art forms. Also, the solidarity Olson and Neevel claim that slam poetry
generates has a distinctly underground tone, and allows for us to begin a
discussion of slam poetry as subculture.
In an e-mail interview, Marc Smith states that “from the onset, [slam poetry]
was in opposition to the traditional style of presenting poetry in a public
forum. It continues to challenge the establishment sectors of the literary
arts world.” By the most fundamental definition of subculture—that is,
a group that challenges an aspect or aspects of the mainstream culture
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within which it resides—slam seems to fit the bill nicely. Slam poetry is a
conscious challenge to the written page, and is viewed by many establishment poets as a deviant, lesser cousin to traditional poetry. He says of
these poets: “[t]o protect their reputations and keep their credibility [sic]
intact they resort to discrediting the quality and craft of performance poets
from their lofty (and arbitrary) positions as the ‘know alls’ of the poetry
domain.” Although it is perhaps a less-than-balanced take on the matter,
Smith’s perspective does indicate much of the tension surrounding the
establishment-versus-slam debate.
Examining the common criticisms of slam poetry can, in fact, lead to a
rather generative discussion. In the appropriately titled “Criticizing the
Poetry Slam,” John Brady offers up many of the typical reasons slam poetry
is denounced as trivial. Brady was, at the time his article was published, a
political-science graduate student at the University of California at Berkeley.
One wonders why, precisely, he was so concerned with slam poetry, but
his criticism nonetheless reflects common negative attitudes toward the
phenomenon. He argues that slam poetry and open-mic nights serve only
a limited function for a small segment of the population:
“Insofar as these events simply adjust to the exclusionary cultural system and
indeed depend on it for their own ‘bohemian’ and ‘alternative’ allure, they
function as conservative social devices. They simply make a bad situation
bearable. In a society in which all had a stake in cultural production would
poetry slams and open-mics even exist?” (Brady)
There are several problematic elements to Brady’s statement. Firstly, he
neglects to define what he means by “conservative social devices.” Also, his
grouping of poetry slams and open-mic nights is questionable (the two
are categorically different affairs), and his argument that slam poetry is an
insular phenomenon is blindingly false. But primarily, I would like to draw
the focus to his last question: would slam poetry exist in a society in which
everyone is a cultural producer? Perhaps not, but that is only because that
is the sort of society slam poets are trying to create.
Brady’s criticism, ironically enough, contradicts itself (and actually raises
points that are helpful to the discussion of slam as subculture). In his article,
he finds it “significant that many slams and open-mic nights are held . . .
outside of socially-sanctioned locations for the presentation of art . . . This
combination of populism and ‘outsider’ status represents a critical commentary on the dominant way cultural and aesthetic meaning is produced in
society” (Brady). Is this an effort toward the egalitarian cultural production
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that Brady claims will render the slam obsolete? Subcultural theorists have
identified a similar challenging of mainstream values in the production
modes of other subcultures. In an essay on the do-it-yourself nature of
feminist cultural production, Doreen Piano cites Thomas McLaughlin’s
idea of “vernacular cultural criticism.” Piano believes that feminist zines
“[create] ‘a space in which fundamental theoretical questioning of cultural
systems manages . . . to occur’” (256). Together, McLaughlin and Piano’s
concepts can be applied to the slam. Just as riot-grrrl zines provide an outlet
for the critique of mainstream culture, so too does the slam allow—and
even encourage—this questioning.
I would argue, however, that slam poetry is not merely a commentary on
cultural production—it instead takes the conventions of that commercialized, mass, popular production and warps them completely, to the point
where they exist even beyond the conventions of subcultural production.
In slam poetry, the line between cultural consumer and cultural producer
is heavily blurred. The poets are not the only producers, just as the audience does not always only consume. The interactive format of the slam
competition itself—with judges chosen at random from the audience and
a constant and vibrant dynamic between the speakers and listeners—allows
everyone to take part, even if in small ways, in the cultural production of
the slam. The photograph above indicates the sort of interaction that is
likely to take place at the slam, whether it is a small competition like the
one shown or a large, national-level one. The audience is not expected to
sit quietly until the poet is finished—in fact, they are encouraged by the
nature of the event itself to laugh, to cheer, to respond to the poetry and
especially to the person performing it. Jane Cassady, a local performance
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poet in Syracuse, New York, has observed from her own experience in slams
that “the audience is more engaged; there’s a higher energy [level].” With
such a degree of audience investment, Piano’s point that “‘doing’ . . . rather
than ‘being’” (254) is what distinguishes members from non-members
of a subculture is no longer quite so crucial a distinction. Although the
audience may not be actual members of the slam poetry subculture, they
are still a key element in it.
Critics of slam poetry too often point out its amateur, informal nature
and underestimate what it is actually doing as a cultural (or dare I say
subcultural) phenomenon. Literary activist and slam poet Guy LeCharles
Gonzalez states that “[s]lam has opened poetry to an entire generation that
had no use for it thanks to our educational system . . . It has provided a
forum for those who have no home in the ivory towers of academia and
an alternate outlet for those that do.” Although the ivory-tower metaphor
is quickly becoming a cliché in discussions about slam, it is this egalitarian,
populist slant—that Brady is so quick to condemn—that is perhaps the
most powerful aspect of slam poetry. Cassady says that the slam “took
poetry way beyond the hipster kids in the coffee shop; it made it more
accessible.” Although some subcultures are based on exclusivity as a way of
keeping mainstream outsiders from penetrating the spaces the subcultures
had claimed as their own, the slam’s openness and accessibility are in the
same spirit of direct opposition to the mainstream (in this case, the “ivory
tower”) that typifies many other subcultures.
In the same breath as his statement above, Gonzales explains that the slam
“is slowly and subversively creating a more enlightened society.” While the
goal of creating that “enlightened society” may not generally be included
as a common characteristic of subcultures, the defiant, screw-convention
attitudes of many slam poets are. He recalls the CCCS’ definition—although
perhaps an oversimplified one—of subcultures as uniformly deviant and
in direct opposition to mainstream culture.
Perhaps the slam’s crusade for enlightenment is a form of deviance in its own
way. Many slam poems unabashedly confront the systems that exploit the
poor and downtrodden, the racially marginalized, the politically exploited.
Through their very effort to open the public’s eyes, they resist the cultural
institutions against which they are speaking. StaceyAnn Chin’s poem “Open
Letter to CNN, FOX NEWS,” in response to the media’s coverage of the
Iraqi war, displays this quite clearly:
if you were to summon me
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for 15 minutes of on air conversation
on any topic of your choosing
I would arrive on time
in my most revolutionary gear
because a few seconds of fame is a lot of power
in these times of digitally altered truths
we underground runners flirting seductive with the mainstream
have long since known the value of your coveted reviews.
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This poem is valuable to this discussion on multiple levels. Firstly, it demonstrates slam poetry’s need for currency. It exists very much within the
socio-political world, and is responsive to the events that occur within it; a
firsthand admission that those who slam are, on some level, “underground
runners,” and subcultural insurgents in a mainstream culture. Also, Chin’s
words soundly refute Brady’s claim that “[t]hese events [poetry slams] are
A-political because they do not point to anything consciously beyond
themselves; that is, they do not engage the social relationships supporting
a culture of exclusion and passivity.” Slams do nothing but engage the
relationships, social or otherwise, and
exclusions that their poets witness on a
daily basis; they provide a breeding ground
for alternatives to the dominant paradigms
and systems that perpetuate marginalization and oppression.
As such, slam poetry is also a lead-byexample revolution in matters of diversity. Kyukendall and Walker noted with
interest in their rhetorical study of Def
Poetry “that nommo surpassed the lines of
color and culture. On stage, poets became
people who stood for a cause, had a sense
of humor, or wanted to open the minds
of others” (245). While this indicates that
the slam is color- and culture-blind, and instead purpose-driven, there is
also an element of the intentional rather than coincidental widening of
the slam’s social environment. Judith Halberstam points out that “queer
poets of color like [StaceyAnn] Chin and Sri Lankan slam poet D’Lo have
made the slam a forum for very different messages about love, race, and
poetry” (168). This sort of diversity seems inbuilt to the slam, and that’s
where it differs from many other subcultures. Historically, they tend to be
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arranged along lines of race, class, and gender, but these barriers are much
more malleable in slam poetry. This can be seen in the photograph at left,
of the members and producers of the Broadway production of Def Poetry
Jam. Poets and producers (and audience) alike constitute a mix of races,
generations, and backgrounds—an appropriate representation for one of
slam poetry’s most defining elements.
The message slam poetry tries to send regarding diversity is also an invitation
to consider the debate over slam poetry’s validity with a more open mind.
Jane Cassady offers an alternative to the usual binary of slam-versus-establishment poetry. She says that, in reality, there is a considerable amount of
overlap between all the genres included under the blanket term of poetry.
“You shouldn’t have to decide whether you’re a slam poet or an academic
poet.” Cassady calls herself a “performance poet” and moves between the
written and spoken formats with relative ease. Other slam poets have
attempted (and continue to attempt) to resolve this division: for example,
four-time national slam winner Patricia Smith, in the early days of the slam,
“squarely reconciled both [written and spoken poetry] with strength and
finesse . . . she made it clear that performance has an absolute relationship
to text” (Heintz). Poets like Smith encourage us to consider that the art
forms are, although in some ways contradictory, perhaps not so different
than they appear.
Indeed, slam poetry seems to be a natural incubator for this sort of paradox.
On one hand, it defies all the conventions of “normal” poetry to the point
of some very biting criticism, but on the other it has garnered a huge
mainstream following through outlets like Def Poetry on HBO—and even
Alix Olson, one of the more outspoken and politically active slam poets, has
drawn audiences outside the typical demographic for slams. As StaceyAnn
Chin wrote, the poets are “flirting seductive with the mainstream” (“Open
Letter to CNN, FOX NEWS”). This nebulous definition of slam poetry’s
relationship to mass culture is not a new concept to the study of subcultures,
long known to be an amorphous entity of its own. Vagueness aside, it is
undeniable that the slam serves the important purpose of questioning our
deep-seated cultural assumptions—but how it goes about that challenging
is what makes it unique.
A review in Girlfriends Magazine states that Olson “prefers disruption to
cynicism … this poetry packs some deft punches” (alixolson.com). Or as
Canadian spoken-word poet Lisa B. says, “every piece I perform is a healing poem, whether I speak from a place of rage, arousal, grief, celebration,
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or quiet reflection. To speak healing truth is a subversive act; this is why
all of my poetry is political” (luckygoat.org). Slam poets are not content
to sit back and provide commentary on what they observe, but instead
“make poetry into the language of riot and change” (Halberstam 169). This
active-over-passive purpose, often taken to extremes within the language
of the slam, may be what makes establishment poets uncomfortable, but
perhaps, quite simply, slam poetry is a valid but different art form.
Ultimately, the slam’s intent is not to create a long-running debate over
what constitutes “real” poetry, but to provide an alternative outlet for those
who have been pushed aside by the mainstream, to create a place of support
and solidarity for the oppressed, and to invite the rest of us to consider the
valid-but-different. As Olson and Neevel urge:
“We need a common vocabulary, a shared poetry . . . we queers need to speak
to each other: intergenerationally, trans-inclusively, race-consciously, sensitive to varying abilities, and sharply attentive to class politics. About our
individual lives. About our possibilities for a common direction” (Curve
Magazine).
Although they are speaking specifically to queer cultures here, the “shared
poetry” Olson and Neevel call for is already, in some measure, present
in the slam itself. “Intergenerationally,” slam poets are of all ages, and
those who are considered the “best” are from widely different generations.
“Race-consciously,” the slam—through the poetry and the nature of the
event itself—is a deliberate discussion of race and diversity. “Sensitive to
varying abilities,” there are many different levels of writing ability within
the slam, but it is often the passion that makes the poet. The slam, above
all, is a place where marginalized groups and individuals can stand up and
speak their minds. And, as a subculture, it provides the community with
strength in numbers to make those messages heard. Slam poetry works on
a very simple principle: If someone has something to say, he or she will
not stand to be ignored for long. §
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“Majestic St. Paul’s remains a cornerstone of London’s architectural
history and historical legacy, as well as an obvious tourist magnet.”

Photo Courtesy http://en.wikipedia.org/wiki/Image:St_Pauls_and_The_eye_leo_london.jpg

Time Out: London

By: John Selby

Julius Caesar walked the Roman streets of Londinium,
John Nash straightened out the previously haphazard grid just before Florence Nightingale wrote Notes
on Nursing at her London home, and 50 years later,
Christopher Wren resurrected the city after it kissed
too closely the fire which kept it alive. Now that
these men and women are gone, the city is littered
with their memorials. Kings and queens have statues,
officers have columns, and Wren has churches. The
51 churches across the city of London are his only
memorials; his grave in the crypt of St. Paul’s reads
“lector, si monumentum requiris, circumspice.”
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“Reader, if you require a monument, look around you.”
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Each individual encounter with St. Paul’s is slightly different; a church can
have many meanings for many people. Part of the relationship between
individual and city (or individual and church in this case) is the way in
which you “find” it. From the tube, one runs into St. Paul’s Churchyard,
the least grand of its spaces. This intimate green area on the east side of the
church is where traders eat their lunches, watched over by St. Paul himself.
For the tourist, this approach must be confusing. Where is the cathedral
that I saw in the guidebook?
From the west, buildings block the view up Fleet Street and hide the dome
until the last moment. This is the way Wren intended it to be seen, but the
newer encroaching spires have altered the original view. The opposite is
true, however, when approaching from the South Bank. This journey is a
pilgrimage across the Millennium Bridge which frames the Cathedral like
the French would have designed it: long and straight. And finally from the
North, coming from Newgate Street, you see it all: first the spire, then the
dome, and finally the two bell towers.
However, it seems that no matter the method of your approach, you are
destined to go to one of the spaces surrounding the church. If you are a
tourist, you go to the front steps, guided by the screen on your digital
camera. If you are a trader, you pass through the revolving doors into the
London Stock Exchange. If you are apathetic, you bypass the Cathedral
in your rush to get elsewhere. If you are a child, you enter the school near
the churchyard. If you are an observer, you sit and watch all this happen,
and enjoy the play that unfolds daily in the square.
The area which is currently Paternoster Square has more history than its
sleek stone façades suggest. It was a sheep market long before it was a commercial center. During the blitzkrieg of 1940, it was completely destroyed,
and the Cathedral only narrowly escaped the same fate, when the landmine
dropped on the church did not, by chance, detonate. Now, the smell of
steak and espresso replaces the smell of gunpowder, and you would never
know there had been a war there.
As for St. Paul’s, what little damage that was done is now repaired. The
Church is possibly at its finest—framed by the Square, the Temple Bar, and
the column in the middle of Paternoster Square. There is nothing humble
or reserved about St. Paul’s. Its spire seems to reach for some prize that the
skyscrapers are getting closer to. Yet it seems impractical that this structure
still stands. Its dome seems so fragile, resting on only eight columns, and
yet there it is, defiant to weather, wind and bombs.
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One bright Sunday morning, I decided to visit for the sole purpose of
observation. I had visited in passing before, on my way to the South Bank,
waiting for concerts or buying tickets, but never just to watch. When I
got there it was quieter than I have ever seen it, populated only by a few
hearty tourists and the faithful churchgoers. But what I noticed, and
actually couldn’t escape, were the bells. ‘Bell Peals’ I wrote in my journal.
“research bell peals.”
9:25 The clumsy bell peal goes off—why this specific time, I do not know,
and after it finishes the silence of Paternoster Square is emphasized. ‘Paternoster.’ From my four years of Latin I remember very little, but I think
“pater noster” means ‘our father.’ All the shops in the square are closed
except for Starbucks where one solitary woman smokes a cigarette and
drinks her latte. Corney & Barrow’s deserted awnings flap to the chiming
of the bells. The clouds are moving so fast behind the dome of St. Paul’s
that it looks like a time lapse film.
9:45 Another bell peal. There are children chasing each other in the Square.
They are laughing, but I can’t hear them over the bells. Their parents have
to shout to be heard. It is like watching a silent film except instead of
Wurlitzer, Whitechapel is providing the soundtrack. It would be much
more appropriate to see a wedding party emerge from the church, or the
Queen, but there are just people walking around, taking silent pictures
that cannot capture the sounds of the bells.
9:55 The crowds going up the main stairs are increasing. I wonder if there
is a service at 10? A girl and her brother chase the pigeons and scream
while their mother videotapes them. I wonder what that tape would look
like? Would the bells drown out the sound? Steal the spotlight from the
simple skit?
Why do we feel the need to document our lives, the lives of our children?
Admittedly, the videos of my childhood are precious to me, but if they
burned, would I lose my memories? Certainly my past can exist without
them, but would I be able to prove it? Is this why we film every second? Is
this why we tape our children chasing pigeons?
10:05 I thought the bells would stop at 10 and repeat at some interval until
the service started at 11:00, but they continue. For some reason, it does
not seem like it has been 20 minutes since they started. How many people
stay to hear the whole thing? The square is a place of vagrancy, much like
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London itself. People come and sit for a few ticks, then move on. I feel
like an old-timer.
Just short of 10:15 the peal stops and a single ring starts going. I count,
10, 15, 30, 40. 40? I try to make meaning out of this number, but find
no answers. Absolute quiet invades the Square, and I can hear the pat-pat
of children’s sneakers on the pavement. The dark clouds roll in with the
silence, and in the distance, another church is ringing its bells. The pedal
tone of that bell with the 4th of some nearer one and the doorbell interval
of a third make a beautifully spontaneous symphony.
10:23 The Square is even more deserted now that the bells have stopped;
the clouds certainly make it feel that way. I look for a nearby shelter in case
it begins to rain, but decide I have seen enough and make my way home,
stopping at two other churches to see what their bells are playing on this
cloudy Sunday morning.
On a weekday visit, the green churchyard calls my attention. The monthly
sundial on the side of the stock exchange tells me it is October, but the
weather begs to differ. Enjoying the weather, I chose a comfortable spot
to sit and watch.
2:55 I am an outsider. No purpose for being here, not defined as one thing
or another. The camera is the first thing most people notice. The American
backpack. But it is a little confusing because I am dressed smartly: pressed
khakis, collared shirt, brown Rockports.
2:57 Suits, ties, crosswords—these are the telltale signs of workers trying to
escape, even for 15 minutes from their workplaces. They eat smart lunches:
plastic-wrapped-tear-open sandwiches, crisps (baked), mango-passion-freshsqueezed-orange-juice. These health foods define a generation defined by
their desire to work and their desire to make work chic. The cooler they
can look eating their lunch, the better.
3:05 The man next to me on the bench laughs out loud, and his convulsions
shake the bench’s back. The intervals between tremors seem too regular,
too unnatural, like he is laughing at the same thing over and over again,
making sure that I know he is comfortable laughing out loud. Another
man doing the crossword pauses and stares into space with his chin in his
palm. At first, he ponders 43 down, but his thoughts drift to where he
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went wrong. He tries to figure out why he is stuck in a job that requires
him to do the crossword. He likes Sudoku better anyways.
3:20 The arrogant man that I wanted to take a picture of, but was too
afraid to ask, looks at me, and I look at him, but we each continue our
rotational paths to avoid any prolonged eye contact. He scowls at the
tourist taking a picture of St. Peter’s golden statue. He forks the last piece
of pineapple into his mouth, looks around to see if anybody is watching,
then drinks the leftover juice from the bottom of the container. His grey
business suit and combed hair cannot stifle the childish urge to have that
last taste of sweetness.
3:25 Stained glass—2000 brilliant colors on the inside, two shades of grey
on the outside. It’s all perspective.
I did my research on bell peals. A bell peal is actually a
very mathematical execution. It requires that the ringers,
each in charge of one bell, pull a rope to ring the bell at
the correct time then catch it before the bell rings again.
The sequence is such that every possible combination of
the bells is played without repeating and without any
bell moving farther than one adjacent position at a time.
The technique is called “change ringing,” and is done
by professional musicians. A peal is the full sequence,
a touch is any part of that sequence short of the whole
thing. The diagram shows how a peal is executed:

12345678
21436587
24163857
42618375
46213857
64128375
61482735
16847253
16482753
61847235
68174523
86715432

To complete a full peal of four bells takes about 30 seconds.
To complete a full peal of six bells takes about 15 minutes.
To complete a peal of eight bells takes about 14 hours.
To peal all twelve of St. Paul’s bells would require about 40 years.
I also asked an usher about the bell tower, and he had some other information about the single bells. It turns out that there were only three bells
originally installed in the church. Big Tom, the main bell, sounds the hours.
Big Paul sounds at 1 o’clock to signal the end of the lunch hour and obliges
the apprentices to return to work. Another bell rings out just before mattins
to call the faithful to worship. But the full complement of Whitechapel
bells was not added until later, a rather impressive feat, as each bell weighs
anywhere from several hundred pounds to over two tons.
The Lord Mayor’s show took place one bright and cold Saturday. I stood
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with my classmates on Fleet Street, watching the parade go by. When the
new Lord Mayor arrived, the main center doors of St. Paul’s opened (a
rare occasion I believe), and the boy choir came out to welcome him into
the city. The bells began to ring, and looking up to the tower, I could see
the ropes moving up and down, silhouetted against the window. Now this
is an occasion for bells.
It was on that mid-November day that I first glimpsed St. Paul’s innards:
The roof, the spiral staircases, which were built into the supporting columns,
and the chain which encircles the dome to keep it from spreading apart. I
felt comfortable knowing that the church was human too; the realization
of how it stood up against the forces that should have pulled it down long
ago intrigued me. Atop the dome, I felt as though only the Holy Spirit
himself should be allowed this vantage, for the church is something that
should be looked up to.
On one of my last visits to St. Paul’s, I did not need the sundial to tell me it
was almost December. The stone benches under the column were no longer
inviting, nor were the benches in the churchyard. I have been pushed away,
forced to make my lap of the church as quickly as I can.
There is a Christmas tree that has just been installed in the Square. Nobody pays any attention to it, and it looks sad all by itself resting against a
bench. Around the front, there are considerably fewer tourists. The stairs
leading up to the church (which are normally blanketed by people) are
completely visible today. The south side of the Cathedral is still covered
for restoration, but now there is a drawing alluding to the façade it hides
from those approaching from the bridge. In the area between the transept
and the churchyard, a teenage trio asks me to take their picture while they
all squeeze into a red phone booth. Around the side even further, the rose
garden still holds promises of life. The pinks and the whites are still alive,
braving the winter. I pass through the empty churchyard once again and
head for the underground. §
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By: Theresa Hubbard

Meet Johnny. Johnny is in the fourth grade at a
public elementary school. He gets high grades in
all of his classes and is very popular among the
children. He loves nature and can find beauty in
anything in the world around him. He seems to be
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a happy kid, right? So what’s the catch? When
Johnny was three years old, he was diagnosed
with autism.
Ever since he entered school, he has been put in “special” classes with other
children who have disabilities just like him. Johnny is therefore separated
from all other children his age and those children in turn frown upon
Johnny and make fun of him. Johnny’s situation seems to work on the
surface, but is this really the right place for him? Should he be included in
a public school classroom?
The inclusion debate has been prevalent in schools for the past few decades.
As it exists now, the debate is actually more in its later stages of development. Because of this, the current state of the debate is more along the
lines of how to incorporate inclusion into the public schools. However,
there may still be resistance present within the integration process. This
paper will discuss the debate surrounding the inclusion of children with
disabilities in the public school classroom as it exists today, making sure
to cover suspected resistances and possible methods of how to start the
inclusion process.
What is inclusion? We must first look at the root of the word “include.”
“Include” is a verb that means, “to put in or consider as part of a group or
category” (Braham, & Steinmetz, 1993). Inclusion holds much of the same
meaning. Inclusion is when a teacher teaches all students, not just those that
are “educable” (Villa, & Thousand, 1995). It is the consideration of every
student. Inclusion is not just an action; it is also an attitude and a belief
system. It is a sense of dedication to giving every child in a public school
classroom a feeling of belonging, whether he or she is disabled or not.
History and the Law
The idea of inclusion first came into play in 1975 when Congress passed
the Education for all Handicapped Children Act, (Public Law 94-142)
(Kluth, Villa, & Thousand, 2002). That law, later re-titled the Individuals
with Disabilities Education Act (IDEA), set forth six specific mandates that
still play a role in the debate today. The six mandates are:
1) Zero Reject/Free and Appropriate Education (FAPE): each state is required
to educate all children ages 6-17 (Houghton Mifflin).
2) Nondiscriminatory Identification and Evaluation: sets forth a few actions
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that attempt to avoid misdiagnosis and placement of students.
3) Individualized Education Program (IEP): a program must be written to
meet the needs of each individual student with a disability.
4) Least Restrictive Environment (LRE): every child, whether disabled or
not, should learn in an environment that is best for him or her.
5) Due Process: ensures liability and fairness for students with disabilities
and their parents.
6) Parental Participation: the parents are given the “right to be included”
(Houghton Mifflin).
The most well-known mandate of the six set forth by IDEA is enforcement of
a least-restrictive environment, since it is the one that most closely states the
idea of inclusion in its definition. The law specifically states that all children
should learn together in one classroom unless the accommodations necessary
for those with disabilities cannot be provided (Houghton Mifflin). The LRE
is the setting that is most appropriate to a child’s learning needs.
Because the LRE is the most well known mandate, it is also the most
argued among scholars. Steven Taylor, an analyst of the controversy, did
not hesitate to state his opinion about LRE. He said it “legitimates settings
that are restrictive, equates intensity of services with the degree of amount
of integration … and it sanctions infringements on people’s rights.” He also
argues that LRE is based on the “readiness model,” which is a way of testing
students to evaluate whether they are capable of being in a fully-inclusive
classroom or not (Villa, & Thousand, 1995).
Despite Taylor’s criticism, LRE proved to be worthwhile for a limited
amount of time. It resulted in the introduction and use of mainstreaming.
Mainstreaming was an attempt at integrating or ending the isolation of
people with disabilities (Villa, & Thousand, 1995). Students who were
formerly in special education classrooms were placed in general education
classrooms. This action contributed to the jump-starting of inclusion.
Although mainstreaming seemed to be the perfect way to begin integrating
students with disabilities into general education settings, it proved to possess
many flaws. Integrating students in general education classrooms often led
to a student’s partial enrollment in a class. This meant that the students
with disabilities were integrated into the general education classroom for
some subjects but were separated from their general education class for
others, which only added to their feelings of segregation. The students were
sent mixed signals because they were told they were competent enough
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to enroll in a class of non-disabled students for only a limited amount of
time. Mainstreaming often required students to fit the “readiness model,”
which Taylor criticizes above. Many students with disabilities were thrown
into general education classes without the proper accommodations needed
in order to learn successfully. They ended up failing the classes due to poor
preparation, which ultimately marked the failure of mainstreaming.
In an attempt to pick up the slack created by the failure of mainstreaming,
the “regular education initiative” was created by the U.S. Department of
Education in 1986. The regular education initiative required that general
education and special education teachers work together to provide necessary support for all students in a fully integrated class (Villa, & Thousand,
1995). To this day, educators of all kinds are working together to make
inclusion successful.
The Debate
At this point, Johnny is in a classroom with many other children his age
who do not have disabilities. He has his own personal aide to help him
whenever he might need it. He also has a teacher who has worked with his
previous special education teachers, so that he and his peers can all learn
together and benefit. The question now is if all children really gain from
the fully-inclusive classroom. Is the inclusive environment detrimental or
beneficial to Johnny? Is the inclusive environment detrimental or beneficial
to the other students? Does inclusion really help every student enough to
make it worth the extra time and energy to make it happen?

The Pros

Overall, research has proven that the inclusion of students with disabilities
in general education classrooms is beneficial for every student in the class.
Disabled students prosper for obvious reasons: They are no longer separated
from their peers and can therefore feel as if they belong in a non-disabled
world. They form relationships with non-disabled students in their communities, and learn on a different level that is more in conjunction with
their own age group (Sharpe, 2005).
However, disabled students are not the only ones who benefit from inclusion. According to Art Shapiro, the most notable advantage of being a
student without disabilities in a fully inclusive class is personal academic
improvement. Shapiro, a professor of special education at Kean University,
who wrote Everybody Belongs: Changing Negative Attitudes Toward Classmates
with Disabilities (Sharpe, 2005), argues that when students with disabilities
are included, a teacher is more likely to explain the curriculum in ways
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that are uncomplicated and easy for everyone to understand. On a social
standard, children in inclusive settings are more likely to “learn to accept
individual differences.” According to Shapiro, “The best way to help children
overcome their misconceptions about kids who have disabilities is to bring
them together in integrated settings.” Finally, just like their friends with
disabilities, students without disabilities develop new friendships with
people they may not initially choose to befriend (Sharpe, 2005).
Furthermore, students are not the only parties that profit from the inclusive
classroom. According to Shapiro, parents of children with disabilities are
able to participate in their child’s educational environment because the
school is closer to their homes. If a child with a disability were to attend a
special education facility separate from the neighborhood school, it would
be very difficult for parents to participate because of the distance between
their residence and the facility (Sharpe, 2005). Parental participation also
benefits the school, providing more volunteers, chaperones, etc.
Teachers also tend to come out on top when it comes to inclusive environments. When teaching in a classroom with students who are disabled and
those who are not, general and special education teachers must collaborate
to make the inclusive setting successful (SFUSD, 2005). This results in
dividing the planning and teaching, making it easier for each educator to
function in a class of diverse learners. More energy toward teamwork is
needed among the teachers, but less individual work is required by each
teacher because all of the roles that one teacher took on before are then
divided among a few.

The Cons

Despite all these properties, many teachers are wary of inclusion and some
researchers do not believe it should be established within the schools yet.
Teachers and administrators resist installing fully-inclusive classrooms
because it requires them to make many changes. They not only need to
add to their curriculums and teaching styles, they must also change them
to accommodate the different learning types in their classrooms. A teacher
might also resist the establishment of inclusion because he or she has taught
a child with a disability in the past. The teacher then knows how difficult
it can be to serve the individual child and the class as a whole with many
different attitudes among the students (McLesky, & Waldron, 2000).
John McDonnell, chairman of the Department of Special Education in
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the Graduate School of Education at the University of Utah, does not
believe inclusion should be established in the schools yet. He thinks that
for the time being, more research on the topic is needed. The research
he proposes should introduce technology that can help students with
disabilities do well in a general education class. He also believes there is
a need to better educate teachers so they can serve every child in a fully
inclusive environment. McDonnell believes there is a need for well-trained
general education teachers, as well as special education teachers. Finally,
he argues that in order to employ well-educated teachers there is a need
for better “education” colleges. “Colleges of education need to begin to be
more aggressive in redesigning their teacher education programs to provide
novice teachers with this common knowledge base and set of experiences”
explained McDonnell as cited in Sharpe’s article.
Common Arguments and Counter-Arguments
Even though the law cannot be changed, administrators still encounter
resistance when trying to implement a fully-inclusive environment in a
public school. These resistances are shown by the parents of the students
with or without disabilities, the community, and among the teachers.
One topic that is often questioned is the cost of the project. Will inclusion
cost more? The IDEA is only 40% funded by the national government,
leaving 60% to be paid for by local governments. All of the money is needed
to fund each of the mandates set forth by the IDEA as well as pay the
salaries of special education teachers. “There is no way to cut back on the
funds because the teachers will leave if they are not paid,” states Margaret
Hubbard, an administrator and educator at St. Mary of the Mills School
in Laurel, Maryland. Also the schools will not be able to accommodate
students with disabilities unless all of the mandates are funded. Therefore,
with the addition of the IDEA, taxpayers will have to pay more in order
to give the local governments enough money to fund the 60 percent not
funded by the national government.
However, when it comes to the difference in cost between a special education
facility and a general education facility, the price is mostly balanced. The
money used to pay for the special education facility will simply be carried
over to the public schools when the facilities close. The money that was
formerly used to pay for teachers and resources in the special education
schools will then be used to pay for special education staffing and resources
in the public schools.
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Another claim that community members present is the idea that inclusion
slows down the children without disabilities. They feel as though, in an
attempt to present the information at a pace the students with disabilities
can handle, the teachers must cut back the curriculum. In this case, the
students would learn less and the teachers would teach at a slow pace that
would bore the students without disabilities. A parent may think that his
or her child is too smart for the slow pace and will request to put this child
in an accelerated program that the child may not be able to handle.
While all of these parental and community concerns are quite valid, they
are also unnecessary. Teachers do not have to cut back on the curriculum;
they simply need to manipulate it so that they can teach at a slower pace
but still manage to teach all of the material that is in the curriculum. Robert
Marzano, a Senior Scholar at Mid-Continent Research for Education and
Learning in Aurora, Colorado, and author of 20 books and more than 150
essays on instruction in the fields of reading, writing, and others, claims
that if teachers follow the “best teaching practices,” they should be able to
successfully manipulate the curriculum to work for themselves and their
classes. Best teaching practices are strategies used by teachers to successfully
meet all of the needs of all the students in the classroom. Several books,
such as Robert Marzano’s work with several other scholars in education, A
Handbook for Classroom Instruction that Works, have been written on these
practices and how to implement them into the teachers’ classrooms.
One question that is asked within the schools is whether the schools have
enough money to support the implementation of the IDEA. Teachers often
need to purchase new materials for their classrooms each year. To compensate
for a fully inclusive classroom, teachers also need to get materials that make
it easier to meet the needs of every one of their students. This sometimes
takes a great deal of time and creativity on the teacher’s part. “When I had
Ben in my class, I needed to be creative. I went out and bought packs of
paper and markers so I could make easy-to-read books,” comments Hubbard,
thinking back to when she had a child with Down Syndrome in her class.
“I would draw pictures and make one sentence captions for each, making it
easier to read. It was very easy; however it did take a lot of time. I also did
need to spend some of my own money, but it was cheap, so I didn’t mind
all that much. Teachers in similar situations need to be willing to put this
kind of time into teaching their students with disabilities.”
This kind of time and dedication relates again to the best teaching practices.
The best teaching practices include dedication to each student and being
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able to take the time to identify the ways that each child can learn and
what materials can be used to successfully teach each child. There is also
a need for support and encouragement from the school’s administrative
faculty. The administrators need to promote outside planning and work as
well as devotion to every student and his or her specific way of learning.
Including students with disabilities in the general education classrooms is
a team effort; the teachers cannot do everything themselves.
One last resistance that is often touched upon is the fact that every student
cannot be assessed the same way. Teachers need to be able to assess each
of their students differently. Does this mean that students with disabilities
take easier tests than those children without disabilities? If so, is this fair?
It is true that every student should be assessed differently, but this does
not necessarily mean that one party will need to take a harder test than
another party. Teachers need to teach using a “standards-based curriculum,”
which is when general rules are set that provide the teacher with specific
skills each student needs to obtain in order to do well. The teacher will
then assess each child on whether they have obtained the skills that are set
by the standards-based curriculum, keeping in mind that these are general
rules and each child may do it differently. For instance, the standards-based
curriculum may say that each child needs to write a friendly letter using
a proper greeting, message, and closing. There are no specifications set
about the length of the letter or what the letter regards. Each child will
turn in letters of different lengths and all saying something unique to their
personality. The teacher needs to look at the letter and determine whether
the guidelines given were met. Is there a proper greeting, message and
closing? After all of the components have been identified, the teacher can
properly assess the students’ performance on the assignment.
Teachers also need to be able to design tests and teaching practices based on
the talents and interests of each student. The idea of multiple intelligences
comes into play. Multiple intelligences are when one person is not smart
in one subject, but is completely gifted in another. Hubbard claims that
James, a student of hers, possessed severe learning disabilities. “[He] had
such a hard time reading, but was very talented in the arts. Since this was
the case, why would I make him read in order to test him? Couldn’t I just
test him through the fine arts?”
The Current State
Since the IDEA was passed in 1975, there has not been much debate about
whether inclusion is worthwhile or not. The law states that schools need
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to make a move toward including all students, disabled or not. The big
question now is how do the schools do this?
Researchers have developed a number of theories that can help schools
implement top-of-the-line inclusion programs. McDonnell suggests that
students with disabilities be spread out among teachers to make this inclusion easier for teachers to handle. He also proposes that students with
disabilities receive additional support so they can be successful in the
general education classrooms. Finally, he recommends that teachers use
many different teaching strategies such as “curriculum and instructional
adaptations, peer tutoring, cooperative learning, and layered curriculum”
(Sharpe, 2005).
The Utah Education Association (UEA) also has some pointers on how to
make inclusion work. Similar to McDonnell, the UEA suggests students
be provided with extra supports and services and professional development
for teachers and administrators. They also offer the idea that teachers need
to have time to “plan, meet, create, and evaluate the students together,” as
well as collaborate with parents and administrators to keep everyone up to
date on the status of the students. The UEA recommends that class sizes
be reduced based on the severity of the needs of students with disabilities.
Lastly, the UEA points out the need for adequate funding so schools will
be able to form programs based on the needs of the students, not on the
availability of money (Cromwell, 2004).
The Conclusion
Although the IDEA and inclusion in general seem pretty far along in their
growth, there are still many glitches that need to be worked out. The funds,
for example, need to be provided. Because the IDEA is a federal law, the
federal government must ensure it is completely funded. It should not
be left up to the local governments to pay for the slack left by the federal
government.
Another issue is that teachers are not all being taught the same way, even
when these teachers are willing to make inclusion work in their classrooms.
Teachers must be educated in teaching students with disabilities and many
are receiving this necessary education. Because one teacher might seek an
education at a different institution than another teacher, each will get a
different education. This could be positive because it gives collaborating
teachers different opinions and views, but it could also be negative because
the views may be conflicting. These conflicting views may make it more
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difficult for them to work with each other.
Johnny’s teachers worked past all of these bumps in the road in order to
fully include him. They worked together and spent a lot of time thinking
of new strategies to help Johnny learn in their general education classes.
His inclusion was quite successful.
Johnny is now in college and hopes to pursue a career in computer science.
He goes to a four-year university where he lives and attends classes with
other students with diverse educational backgrounds. Without inclusion
and the decelerated classroom pace, Johnny may not have been able to get
to where he is today. Because he was given the opportunity to participate
in fully inclusive settings and because he was given the aide and support
he needed to succeed, Johnny has grown into a successful and independent
learner. He requires no extensive professional help and is able to attend
school just like every other student.
As is evident in Johnny’s case and many others, inclusion can work to
help children with disabilities survive in the real world and learn like
other students his age who do not have disabilities. With more development and enthusiasm from associated parties, inclusion can become very
strong and worthwhile, creating a feeling of belonging in each child with a
disability. §
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Colin is in the class of 2009. He is an Interior Design major with a minor
in Writing. He comes from Pueblo, Colorado. He enjoys Irish dancing and
playing the harp. He penned In Poetry We Trust for his WRT 209 class taught
by Instructor Anne Fitzsimmons. He also wrote Writing as Nerdy and Slightly
Obscure Dance Form for WRT 422 class taught by Professor Gwendolyn
Pough.

A NDREW F ARAH

Andrew is in the class of 2009. He is a Communications major. He wrote
An S.G. Address for WRT 308 with Instructor Jeff Simmons.

L AUREN G ALLIFORD

Lauren is in the class of 2007. She’s a dual Television, Radio, & Film and
Information Management & Technology major. She hails from Batavia,
New York. She loves to collect DVDs in her spare time. She penned My
Wonderful World (of Disney) for her WRT 422 class with Professor Gwendolyn
Pough.

T HERESA R. H UBBARD

Theresa is in the class of 2009. She’s from Laurel, MD. She is a Music Performance major. Her favorite movie is and always has been Disney’s BEAUTY
AND THE BEAST. She authored Inclusion in Education for WRT 209 for Instructor
Henry Jankiewicz.

A LEX L APIANA

Alex is in the class of 2008. He is dual majoring in Marketing and Entrepreneurship & Emerging Enterprises. He calls Arlington, Virginia home but
has lived all over Europe, including Italy, Germany, Belgium and Greece.
He enjoys playing baseball, basketball, football, and many other sports
in his spare time. He was part of the team that wrote How to Create and
Use Macros in an Excel Spreadsheet for the class WRT 307 with Instructor
Stephen Feikes.
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N ICOLE V. M ILLER

Nicole is in the class of 2007. She majors in Acting. She’s from Northampton, MA. Interestingly enough, her initials make a zigzag if you connect
the letters. She wrote Unidentified Wandering while taking WRT 422 with
Instructor Jane Oberg.

J OHN S ELBY

John is in the class of 2007. He majors in English & Textual Studies with
a Music History minor. He hails from Silver Spring, MD. He claims to enjoy
trivia of all sorts. He wrote Finding St. Paul’s while taking WRT 422 with
Instructor Jane Oberg.

R AKSMEY S IEU

Raksmey is in the class of 2008. She’s a dual Marketing and Supply
Chain Management major. She worked in a team of four to write How
to Create and Use Macros in an Excel Spreadsheet for her WRT 307
class under Instructor Stephen Feikes.

H ARRIS S OKOLOFF

Harris is in the class of 2007. He majors in Civil Engineering and is from
Demarest, NJ. He was inducted into the National Gallery for America’s
Young Inventors. He worked in a team of four to write How to Create and
Use Macros in an Excel Spreadsheet for WRT 307 taught by Instructor
Stephen Feikes.

M INDY TADAI

Mindy is in the class of 2010. She majors in International Relations with
a Writing minor. She comes from Torrance, CA. She loves to swim. She
wrote Beautiful Losers for WRT 105 taught by Instructor Bridget Lowe.

V IRGIE TOWNSEND

Virgie is in the class of 2007. She majors in Newspaper Journalism and
comes from Syracuse, NY. Many people may not know that she wants
to be a female Komodo dragon in her next life. She wrote Prague’s
Forty-Three Curses for WRT 422 under Instructor Jane Oberg.

CLAY ANDREW WILLIS

Clay is in the class of 2010. He dual majors in Photojournalism and
Anthropology. He’s from Los Angeles, CA. He enjoys photography in his
spare time. He wrote At Least They’re Reading for his WRT 105 class for
Instructor Jonna Gilfus.
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Awards
T HE LOUISE WETHERBEE P HELPS AWARD

RECOGNIZES EXCELLENCE IN THE

Writing Program’s studios. In addition, the award includes a prize of
$50 given to the Upper-Division winner and the Lower-Division winner.
All INTERTEXT authors are considered for this award. Submissions are
evaluated based on the following criteria:
• Work demonstrates depth, complexity of thought, and technical
control
• Work has intellectual or emotional appeal to readers
• Work represents the goals of the Writing Program
Work has been selected for publication by INTERTEXT and has been
written for a Writing Program undergraduate class
The judges for this year include:

JOHANNA KELLER is the Director of the Goldring Arts Journalism Program

at the S.I. Newhouse School of Public Communications at Syracuse
University, as well as an Adjunct Professor of Arts and Magazine
Journalism.

JANE OBERG is a Professional Writing Instructor and Writing Consultant
in the Writing Program at Syracuse University.

GWENDOLYN D. POUGH is an Associate Professor of Writing & Rhetoric

and Women’s Studies in the College of Arts and Sciences at Syracuse
University.

LILI SUTTON is the Editor in Chief of INTERTEXT. She is a dual English &
Textual Studies and Sociology major with a minor in Writing. She will
graduate in May 2007.
The winners for this year are:

LOWER-DIVISION WINNER:

Colin Fanning
In Poetry We Trust

UPPER-DIVISION WINNER:

John Selby
Finding St. Paul’s
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Course Descriptions Fall 2007
WRT 255–ADVANCED ARGUMENTATIVE WRITING
Writing for Local and Global Audiences
How do “Third World” community groups get the “First World” attention? How does
the First World understand and act on those arguments? In today’s constantly
evolving working and cultural contexts, what rhetorical strategies and tactics might
(and might not) appeal to audiences across cultures and nations? This course is
designed to introduce students to advanced arguments in a variety of genres and
settings. In this class, we will address such questions as how to adapt sophisticated
academic arguments into auto/biographical, social, political, organizational, or
community arguments. Students will analyze and compose different arguments
for specific audiences.

WRT 301–CIVIC WRITING
Engagement Through Writing
What happens when writing steps outside the academy and becomes real? When
it’s about community, about movements, about politics? Come debate the issues,
advocate your beliefs and create your own community literacy project in this course.
Civic writing will be both theory and practice-based, and will look at the challenges
organizations, grassroots groups and communities face in their uses of rhetoric
and writing in various media to further their causes.You’ll create visual, textual, and
digital projects that will both teach you the conventions and issues involved in civic
writing and give you a chance to follow your own interests.

WRT 302–DIGITAL WRITING
Writing the Digital Zeitgeist
AT&T promises “Your world. Delivered.” LG TVs provide us with life in “true digital reality.”
Our Zeitgeist (our world and the ways we think about it) is inextricably linked to digital
technologies, so how do we write ourselves into this digitized milieu? Through theories
and practices of digital technologies we will produce blogs, wikis, digital video, HTML,
graphic designs/presentations, etc. We will focus on how these technologies change
the ways we think about writing and how these changes alter the ways we think
about our world. (Experience with these technologies is not required.)

WRT 303–RESEARCH WRITING
Writing for Enthusiasts
Enthusiasts display two key characteristics when they write: (1) they write compellingly
about something they show a passionate engagement with, and (2) they know a
lot about it. In this course, you’ll expand your knowledge of matters that interest you
and your audience using conventional online and archival research. You will write
in creative formats using texts and images, develop an informed, reflective voice,
and experiment with style and genres (e.g., expert blogs, New Yorker-style panel
essays, and multigenre portfolios). The course will include one extended project,
based on your own proposal.
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WRT 331–PEER WRITING CONSULTANT PRACTICUM
Writing Beyond the Classroom
This course is an excellent resume builder, ideal for those seeking real teaching
experiences outside of the classroom. Throughout our course, you will acquire
the skills needed to work one-to-one with a variety of writers, helping them shape
and form voices which serve the diverse needs of their audiences—classroom
or community, professor or politician. You’ll accomplish this by exploring your
own writing habits, reflecting and comparing our writing experiences (in and
out of the classroom), investigating current theories of consulting, and—most
importantly—actually applying these consulting practices when working with
student writers at SU and in the city of Syracuse.

WRT 422–PEER WRITING CONSULTANT
Stranger Than Fiction

PRACTICUM

A class in reading and writing creative nonfiction emphasizing texts and themes
from lesbian, gay, bisexual, transgender (LGBT) lives. Students will gain skills in
creative nonfiction, a personal essay form using techniques of narrative fiction,
poetry, drama, blogging. Creative nonfiction is a genre particularly congenial to
students who write from multiple perspectives, complex bodied identities, varied
ethnicities and nationalities, several sexes or sexualities, multiple or trans gender
experiences, and layered locations and/or languages. Reading focus will be on
LGBT creative nonfiction texts, and writing focus will be on students’ exploration
of bodies, genders, and sexualities through creative nonfiction.

WRT 428–STUDIES IN COMPOSITION, RHETORIC, AND
Writing in Schools and Communities

LITERACY

If you can read this, consider yourself lucky. Your “luck” with reading and writing
is embedded with power, and these dynamics configure your relationships to
systems, knowledges, and people across borders.This class offers students from
all majors a chance to think critically about literacy by participating in various
community or school literacy projects arranged through our Center for Community and Public Service. We will explore varying definitions of literacy through
identity and power and in relation to a global information technology. Course
work will include first-hand research and interviews, projects and collaborations
with writers in the community.

WRT 440–STUDIES IN THE POLITICS
Writing About the Media

OF LANGUAGE AND WRITING

In this course, we will analyze how political language and writing in the media
are deployed strategically by politicians, celebrities, health professionals, educators, religious figures, and by our own communities. We will critically examine
how political language is issued by the media to persuade the public toward
particular views, actions, ideals, identities, and “lifestyles.” In turn, we will develop
critical responses and assessments of the role of political language in current
media discourse.
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